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Introduction 


Robert Simms 


The thematic interests of heroic epic are ‘kings and battles’ (reges et proelia), as 
Virgil has it at Ecologue 6.3. These interests dispose the genre toward a con- 
fident athanasia: that the great deeds of great men will endure into future 
ages and never perish. There is, however, another feature of heroic epic nar- 
ratives that goes largely unconsidered. As Aristotle observes in making his 
generic comparisons of epic and tragedy, where the latter should contain a sin- 
gle episode, the former is polumython, ‘replete with story’ (Poetics 1456a12). Epic 
is capable of containing several stories, a feature that facilitates an extensive 
‘additive’ program, such that the enterprise itself is prone to incompleteness 
and indefiniteness. But while songs may live forever, singers do not. Lamentable 
circumstances have allowed mors immatura to claim the ends of several works, 
but even poets of successfully ‘finished’ epics frequently acknowledge or imply 
that the story is incomplete. Historically, the incompleteness of epic has en- 
couraged the production of continuations, observed as early as the cyclical 
epics of Archaic Greece, and Homer's Iliad. The Odyssey and the Aeneid con- 
tinue the Iliad, Silius’ Punica continues the Aeneid, and so forth. There was 
also the Medieval and Renaissance vogue of continuing and elaborating unfin- 
ished classical epics, as well as the hybridization of Greco-Roman epic and 
courtly romance, which gave rise to further forms of continuation. The post- 
modem age also reveals an interest in the aggregation and serialization of epic. 
The present volume thus explores, in a decidedly interdisciplinary and trans- 
historical effort, the variety of ways that heroic epic narratives have been con- 
tinued in the Greco-Roman and western classical traditions through prequels, 
sequels, and retellings. 

As a glance at the table of contents will reveal, the lion’s share of the discus- 
sions contained herein concern the Trojan mythos, a theme with which poets 
and authors of continuations have been continually occupied. This volume 
divides into two parts. In the first part we take up works more or less related to 
the Trojan War and/or the Iliad and Odyssey of Homer. In the second part, we 
look beyond Troy and Homer; however, there is, naturally, observable overlap 
and interconnectedness, and the divisions should by no means be considered 
distinct. 

As slices from a larger whole of cyclic epics, which survive now only as 
epitomes and fragments, the Iliad and Odyssey by their nature offered gaps and 
points of departure to fill out and further a much larger and lengthier narrative 
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picture. These Homeric redactions connect to a sequence that spanned from 
what the Archaic Greeks understood as the nascence of the world down to the 
close of the heroic age; however, as Elizabeth Minchin discusses in our opening 
chapter, the Iliad and the Odyssey are also tethered to one another. Minchin 
examines first how the Iliad speculates on future narrative events, external 
to its terminus, through the depictions of fate and prophecy; statements of 
conviction; threats, prayers, and wishes of characters; and the explicit words 
of the Iliadic narrator. Minchin then turns her attention to the ways in which 
the Odyssey does and does not pick up the offered strands of its predecessor. 

Reinhold Glei then provides an examination of the Ilias Latina, a short 
Latin hexameter poem of 1070 lines attributed, with some controversy, to 
Baebius Italicus, and written in the Neronian 60's. The poem heavily influenced 
medieval literature and endured asa popular standard in Latin education. Were 
one to read of the Trojan conflict in the Middle Ages it would more likely have 
been in the Ilias Latina than in Homer's original. While Baebius’ work presents 
itself as a condensation and summary, it also reveals, as Glei examines, features 
that suggest a Roman rereading and continuation of the Homeric Iliad, one 
informed by post-Augustan critique and influence. 

The Hellenistic period enjoyed a particular vogue for extending Homeric 
material. The somewhat lesser known epyllia of Triphiodorus’ The Sack of Troy 
and Colluthus’ The Rape of Helen offer the subject matter for Orestis Karavas’ 
chapter. Of the former we have a sequel composed in 691 verses in roughly the 
3rd century that offers a continuation of Homer’s Iliad and treats similar events 
to the second book of Virgil’s Aeneid. Of the latter we have Colluthus’ The Rape 
of Helen in 392 hexameters, which visits the seeds of the Trojan conflict. Karavas 
explores the ways in which these later poets drew their inspiration from other 
poets besides Homer. As the font of much narrative material it was a particular 
challenge to create original works within this Homeric dominance. Calum 
Maciver’s discussion then turns our attention toward Quintus of Smyrnaeus’ 
Posthomerica where he explores Quintus’ construction of a Homeric identity 
that draws on the hexametric poetry of Hesiod and Apollonius as well. In this 
way, Homer is read through a Hellenistic lens. 

The Byzantine poet and scholastic John Tzetzes also sought to enclose the 
open ends of origin and conclusion to Homer's Iliad. Marta Cardin's contri- 
bution addresses the Carmina Iliaca, or Little Great Iliad, of John Tzetzes. This 
poem treats the Trojan War from the origins of the conflict through to the fall of 
the city. As a teacher, Tzetzes' poetic efforts have strong didactic qualities that 
incorporate a variety of sources. In addition, Tzetzes creates his own myths, 
offers learned annotations to his own verses, and incorporates a style of alle- 
goresis. Not long after after Tzetzes' death, the English poet Joseph of Exeter, 
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working from the influential narratives of Dictys and Dares, two purported eye- 
witness accounts of the Trojan war supposed to have been written in Greek and 
translated into Latin, produced an Yiias in six books spanning the origins and 
close of the conflict. Francine Mora-Lebrun's chapter thus explores Joseph of 
Exeter's agon with epic sources with an eye toward his overarching didactic 
motivations. 

Robert Henryson's The Testament of Cresseid offers a curiosity in being a con- 
tinuation of a continuation. During the Middle Ages the character of Troilus 
evolved from the brief surviving mentions of him in antiquity as a young 
son of Priam into a paragon of courtly lover. Chaucer, working most likely 
through Boccacio's version of the tale, left his epic unfinished; however, Hen- 
ryson provides in Middle Scots 616 verses to complete the episode. Nickolas 
Haydock examines the competing tensions between irreconcilable narrations. 
Adam Goldwyn then examines the way in which epic continuation endorses 
genealogical justification for political power in Dudo of San Quentin’s eleventh 
century History of the Normans, which claimed Trojan descent for the Normans, 
Geoffrey of Monmouth's 12th century History of the Kings of Britain, which 
claimed Trojan descent for the English, and three thirteenth century works: 
Snorri Sturlusson's Prose Edda for the Scandinavian dynasties, and Marco's 
Codex Marco and Martin da Canal's Les Estoires de Venise for the Venetians. 

The final three chapters of this section move away from the Trojan themes 
and take up more Odyssean interests. First, Jarder Lohne explores Francois 
Fénelon’s Les Aventures de Télémaque. Written between 1693-1694 in his capac- 
ity as Royal Tutor to Le Petit Dauphin (Louis, Duke of Burgundy), then grand- 
son of the reigning Louis XIV. Fenelon's didactic continuation of the first four 
books of Homer's Odyssey, the so-called ‘Telemachiad’, were aimed at groom- 
ing the young prince. In 1699, however, the manuscript was illicitly or inten- 
tionally passed to a printer and became an instant literary sensation. Next, 
Martha Klironomos situates Nikos Kazantzakis’ Odysseia within a broader dis- 
cussion of classical reception and national culture. Kazantzakis takes up the 
itchy-footed Odysseus’ travels from the end of Odyssey 22 through wanderings 
which eventually lead him to Antartica. In this chapter, Klironomos explores 
how Kazantzakis’ adaptation of Homer can be interpreted as a dialectic on 
the rational and irrational. She concludes with a discussion of how Kazantza- 
kis’ example engages Simone Weil and Horkheimer and Adorno, who look to 
Homeric epic to conduct a critique of Axis aggression and virulent articulations 
of political nationalism. This section closes with Buket Akgün's discussion of 
Margaret Atwood's Penelopiad, in which she argues that Atwood subverts the 
phallogocentric and male-dominated discourse of Homer's epic through the 
first person narratives of Penelope and her maids. 
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From the Trojan themes our discussion migrates out to Roman historical 
themes. For a number of chapters in this section the presence of Virgil’s Aeneid 
can be felt, and it is with regret that a discussion which treats that vital text 
as a continuation of the Iliad could not be secured. Nevertheless, Marie von 
Glinski offers an apt segue with a discussion of Ovid’s rewriting of the epic 
tradition in the Metamorphoses by looking to its ‘Little Iliad’ and ‘Little Aeneid’ 
in his carmen perpetuum. Neil Bernstein then furthers this conversation with 
a chapter on the use of Virgil as a touchstone in both Ovid's Little Aeneid and 
Silius Italicus’ Punica, their use having very different aims. 

The next four chapters fall within the ambit of a Renaissance concern for 
supplementing Latin epics. In 1458 Maffeo Vegio completed a short continua- 
tion to conclude Virgil’s unfinished Aeneid, picking up at the moment his fore- 
bear leaves off. Anne Rogerson examines Vegio’s continuation by looking par- 
ticularly to how he imposes closure on his source text and engages the Aeneid 
as well as other texts within a Christian world view. Nearly a half-century later 
Giovan Battista Pio produced a furtherance of the Argonautica of Valerius Flac- 
cus, which forms the subject of Emma Buckley’s chapter. Robert Simms then 
examines the way in which Thomas May uses the affair of Aeneas and Dido to 
write Caesar’s dalliance with Cleopatra in May’s Latin and English continua- 
tions of Lucan’s Bellum Civile. Finally, where Silius Italicus’ Punica stands as the 
longest surviving Roman epic from classical antiquity, Thomas Ross elected to 
take the narrative still further to the death of Hannibal. Antony Augoustakis 
discusses the literary value of Ross’ three book supplement and his treatment 
of Silius’ themes and characterizations. 

The final two chapters take up epics that warrant considerably more critical 
attention than they have received in recent years. First, Kristin Lindfield-Ott 
looks to the epic tradition in 18th century Scotland. At the historical moment 
during which epic’s prominence and potency had seemingly begun to wane, 
we find here a stubborn productivity. Lindfield-Ott looks to this tradition and 
situates Wilkie’s Epigoniad, which takes up the events after the Argive loss at 
Thebes, within the tradition of other Scottish epics. Indeed, she goes some 
way in redressing the notion that epic was a defunct genre in the 18th century. 
The final chapter in this volume takes up Ursula Le Guin’s Lavinia. This novel 
published in 2008, just three years after Margaret Atwood’s Penelopiad, rede- 
ploys the latter, ‘Iliadic’ half of Virgil’s Aeneid. As Nickolas Haydock observes, 
Le Guin’s novelization contributes to the Virgilian and Trojan epic traditions in 
ways that subvert the quaint notion of being a translation. 

The essays in this volume gather together works and authors that are largely 
treated in isolation from one another under a single theme, that of continua- 
tion. To be sure, there are few other places one might find Margaret Atwood 
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on the same bill of fare as John Tzetzes. Yet, these two, as with all other works 
under consideration here, contribute to the open-endedness of epic and the 
invitation it extends to generations of poets and authors to re-imagine and fur- 
ther the genre’s stories. This collection of essays by no means intends a last 
word, but rather hopes to explore the variety of contexts and environs in which 
heroic epic has been reimagined and continued. 


PART 1 


Trojan and Homeric Continuations 


The Odyssey after the Iliad: Ties That Bind 


Elizabeth Minchin* 


In his 2013 book The Epic Cycle Martin West divides the poems of the Trojan 
cycle into two categories on the basis of their structure.! There are the poems 
that stand as Einzellieder, that is, as poems that are “organically unified” and 
address a “self-contained story’, such as the Iliad and the Odyssey.” And there 
are poems that are not unified in this way, such as the Cypria (a collection of 
episodes that belonged in that span of time that preceded the events of the 
Iliad), the Little Iliad (“a concatenation of potential Einzellieder"), and the post- 
Homeric invention, the Telegony (“two narrative plots that ... do not harmonize 
well”).3 Of these Einzellieder, as Margalit Finkelberg has argued so well, the 
Homeric poems saw themselves as different from other songs in that tradition; 
Homeric poetry distanced itself from the cyclic poems.* Indeed, the Iliad and 
the Odyssey claimed special status within the Greek tradition. It is against this 
backdrop that I consider the relationship between those two Einzellieder that 
have survived into our own world, the Iliad and the Odyssey. 

The Iliad is set in the tenth year of the Trojan War. It tells the story of 
the quarrel between Achilles and Agamemnon and the subsequent anger of 
Achilles and its consequences. The Odyssey, on the other hand, tells us of 
Odysseus' return to his homeland after the sack of Troy. Indeed, we first engage 
with the story of the hero's return only a matter of weeks before he lands on 
Ithaca—in the tenth year of his nostos. There is a great gulf, in terms of the 
fabula, that lies between the two epics, a gulf in which occur significant events 
in the story of Troy (in outline: the deaths of Antilochus, Memnon, Achilles, and 
Ajax, the sack of Troy, the departure of the Achaean heroes for their homeland, 
and the achievement of a homecoming for many). Even the outlook of each 


I thank participants at the ANU's 2013 Homer Seminar for their comments on the paper from 

which this chapter developed—especially James O’Maley, who challenged me to think about 

the absence of Diomedes from the Odyssey. 

1 For the term ‘cycle’: West (2013) 1; on the formation of a Trojan War cycle: West (2013) 16-20; 
for a table showing stages of development: West (2013) 25-26. 

2 West includes in this category also the Sack of Troy: West (2013) 18-20 and 57. Cf. Aristotle, 
Poetics 1459a—b. 

3 West (2013) 166 (Little Iliad), 290 (Telegony). 

4 Finkelberg (2011) 200. 

5 Finkelberg (2011) 206. 
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epic is fundamentally different. The Odyssey is a song about the suffering and 
sorrows of war, like the Iliad, but also about the rewards of peace and the 
importance of home; it concludes not in lamentation, as does the Iliad, but on 
a happier note. It should be easy to make the case, therefore, that the Odyssey 
has only a token connection with the Iliad-story. 

And yet the epics have always been linked in our minds. No other early epic 
matches these two poems in length.” The epics are similar too in respect of 
their organic unity, as I noted above, in their proportion of character-speech, 
in the poets' use of extended similes, in the oversight of mortal events by the 
gods on Olympus; and in their depiction of the nobility and the fragility of 
mortal men.? Furthermore, the hero of the Odyssey was already a well-defined 
character to audiences who knew the Iliad. On reading these two poems, 
therefore, we are left with the distinct impression that the Odyssey-poet has 
made an effort to engage with, even mesh with, the monumental work of his 
predecessor.!? 

In this chapter I shall not discuss whether both epics were composed by the 
one singer—that elusive figure whom we call Homer;! nor shall I discuss those 
phenomena of oral traditional epic that are common to both poems, such as 
formulaic language or the script-based composition that we identify with type- 
scenes. My purpose here is to consider from a narratological standpoint the 
means—the devices—by which the Iliad reaches out to further storytelling 
and the extent to which the Odyssey takes up that invitation. In short, I shall 
consider the way in which and the degree to which the Odyssey frames itself 
with respect to the Iliad. 


Rutherford (1991-1993) 53-54- 
Burgess (2005) 345. 
Rutherford (1991-1993) 40-41. 
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Griffin (1977) 43, 45; and see Gainsford’s summative description of the epics: they are 

“uniquely long, uniquely elevated, uniquely excellent” (Gainsford [2016] 110). 

10 On the relative dating of the two epics, see Janko (1982) 188-189: the Odyssey is ‘slightly 
more advanced’ than the Iliad. For commentary: Burgess (2001) 52-53 and n. 23. Whereas 
Burgess’ approach, like West’s, is from the perspective of the epic cycle, mine, a narrato- 
logical approach, focusses more closely on the two poems as successful stories. 

11 This (unanswerable) question is not germane to my argument in this paper. For the record, 

however, I work from the assumption that the Iliad and the Odyssey were the work of 

different poets; and see further below. 
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The Iliad Looks Ahead: Prophecy, Speeches of Conviction, and 
Narratorial Foreshadowing 


In ancient epic the poet's practice is to prepare his audience for the incidents 
that they are to expect in the storyworld-future.? When we turn to the Iliad 
we find that the poet initiates and develops a limited number of threads of 
anticipation and allows them to run through the poem— Hector will be killed, 
as will Achilles, and the city of Troy will fall. Only the death of Hector occurs 
within the timeframe of the epic; but the poet never loses sight of those two 
remaining story-events, familiar to him and his audience from other sources, 
namely, other poems and non-poetic legend.!? My first task, therefore, is to 
observe the means by which the Iliad-poet makes his audience aware of these 
projected events, as he reaches out to further storytelling. 


Fate 

There are several sources of information about the future in the /liad.!^ Refer- 
ences to Troy's destiny are introduced relatively early in the epic through infor- 
mal exchanges between the gods—Zeus, Athene, Hera, or Poseidon. Although 
Zeus teases Hera (and Athene) with the prospect that Troy might be spared 
(1v 14-19), he reassures her (34-37) that Troy is hers to destroy: EpEov émw¢ 
&0£Aetc ("Do as you wish’, 37). And, indeed, Hera reminds Athene, at v 714- 
716, that she and Athene had promised Menelaus that the Achaeans would 'go 
home after sacking the strong-walled city of Ilion’ ("Duov éxmépoavt’ edtetyeov 
&rovéscOat, 716).16 Even that supporter of the Trojan heroes, Apollo, in conver- 
sation with Athene recognizes that Troy is doomed: vi1 29-32. These informal 
comments are formalized once and for all when Zeus makes his ex cathedra 
pronouncement at xv 53-71, when he sets out for Hera that sequence of events 
that will close with the fall of Troy, concluding (69—71) with the words: 


&x To Ò’ dv cot Érevcot TAALwEW napà vv 
aiev żyw veoyotu tace pec elc 6 x’ Ayattol 
"Dov aind £Xotev APyvaing 8t& Bovads. 


12 Duckworth (1966) 1. 

13  Gainsford (2016) 104-112, esp. at 106. 

14 On devices used to foreshadow the future, whether contained within the epic or beyond, 
see Duckworth (1966) 6-27 and 28-32. 

15 Iuse Roman numerals to refer to the books of the Iliad. Arabic numerals refer to books of 
the Odyssey. 

16 Cf. vir 459-463. 
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And from then on I would make the fighting surge back from the vessels 
always and continuously, until the Achaians 
capture headlong Ilion through the designs of Athene.!” 


Prophecy 

Amongst mortals we find experienced soothsayers, who read omens in the 
flight of birds or in dreams or portents: Calchas for the Greeks and Poulydamas 
for the Trojans. Odysseus, for example, reminds the assembled Achaian troops 
of the prophetic words of the seer Calchas at 11 323-329, especially at 329: tà 
Sexto de mdAW alpyoopev eüpudryutov (“in the tenth year we shall take the city 
of the wide ways"). I include in this category (prophecy) the divinely inspired 
knowledge that comes to a great hero at the moment of his death. Hector as 
he dies looks ahead to the death of Achilles at the hands of Apollo and Paris 
(XXII 358-360).!? Achilles, too, once he has chosen to accept a short life of glory, 
is given this power: attempting to console Priam, Achilles alludes (at Xx1v 551) 
to xaxòv Mo, ‘yet another sorrow"-the sack of Troy. 


Statements of Conviction 

Running alongside these prophecies and the informal commentary of the gods 
are statements of conviction amongst mortals from both camps. Agamemnon, 
who is occasionally negative about the Achaeans’ destiny at Troy (cf. XIV 65- 
81), is in a positive frame of mind when at Iv 164-165 he declares: £ccecot 
Huap ot’ y nor dAWAN "Doç igr|/xoti Tptapos xai And £pi IHtgoto (“There 
will come a day when sacred Ilion shall perish, and Priam, and the people of 
Priam of the strong ash spear ..."). So too Diomedes at VII 402: ox ýòn Tpoeccty 
dAeboov metpat’ prta “by this time the terms of death hang over the Trojans". 
These statements may be of varying reliability;!9 but when the chance words of 
mortal participants echo and are corroborated by divine pronouncements and 
prophetic words reported by the poet they underscore the force of destiny. 

More striking, however, are statements of foreboding, especially from the 
Trojan side. Since we, the audience, have been privy to discussions on Olympus, 
these words of foreboding ring true.2° At v1 407-439, Andromache argues 
against her husband's aggressive battle strategy. Hector's response to his wife's 
rebuke is a clear-eyed assessment of the sufferings to come: he knows well 


17 Richmond Lattimore's translation. 

18 His addressee may choose to disregard these words: e.g. Hector at XVI 859-861. 

19 Duckworth (1966) 18. 

20 Duckworth (1966) 116: events that will occur within the poem are forecast to the audience, 
but the characters themselves are kept in ignorance of their fate. 
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that there will come a day ‘when sacred Ilion will perish, and Priam, and the 
people of Priam of the strong ash spear’ (VI 448-449 = IV 164-165). His own 
death too is implied in these words, but he does not spell it out. Later in the 
poem, at its close, Andromache speaks again, at the funeral of Hector, voicing 
now a lament. Referring to Astyanax, their son, she unwittingly foreshadows 
his dreadful death (xxIv 734-736): ?) «tg Ayoudv/ptipet xetpóc £v amd TUPYoD, 
Avypov dAEOpov,/ywopevos, ... (“or else some Achaean will take you by hand and 
hurl you from the tower into horrible death, in anger ...”).71 


Threats, Prayers, and Wishes 

There are also less assured references to the possibility of such events in the 
future. Ajax utters a threat at X111 815—816 ( xe TOAD POaty £0 varopévy TALC vuh / 
yseciv dq’ huetépyow aAodod te mEpSouevy te, “rather, far before this your own 
strong-founded citadel must go down under our hands, stormed and utterly 
taken") that will in fact be confirmed as prophecy when an eagle appears on his 
right (X111 821-823). Agamemnon’s prayer at 11 412-418, for victory, but before 
nightfall, will not be granted by Zeus—yet (419). Hector at v1 464—465 wishes 
that he might be dead before he hears the cries of Andromache as she is taken 
into captivity; Priam at XXIV 244-246 wishes that he might perish before he 
sees his city destroyed and its people slaughtered. 


The Words of the Narrator 
The spoken exchanges between gods or mortals are coloured by emotions of 
one kind or another: the teasing words of Zeus, the bitterness of Hera, or the 
grief of Andromache. But on that single occasion when the narrator speaks 
about what is in store—the sack of Troy and its immediate consequences 
(XII 1-33)-his words are without emotional content; his tone is dispassionate, 
perhaps because he is reporting as observable fact an event as yet only fore- 
shadowed in the storyworld. Nevertheless, the narrator simply refers to the sack 
of the city in the tenth year (15), the return of the Achaeans to their homeland 
(16), and the destruction of the wall constructed without divine approval (13- 
33).22 More poignant, however, are the narrator's words, later in the poem, on 
the death of Hector, when the city is filled with lamentation: và òè pdQucv do’ 
env Evartyxtov we el &naca / Toc Oppudeon nupi curoyotrro xat der (“[i]t was 
most like what would have happened, if all lowering Ilion had been burning 
from top to bottom in fire", xx11 410-411). Of course, this is simply a compari- 


21 Cf. XXII 63-64. 
22 On the Achaean Wall: Hainsworth (1993) 316-321. 
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son, but these words, “solemn and terrible”, invite us to look ahead to the fall of 
Troy.? In a poem in which the narrator speaks comparatively little in his own 
voice this is a powerful image. 

Thus the /liad-poet creates a dense web of expectation as he looks ahead, 
beyond the close of the Iliad. We are never allowed to forget the imminent 
death of Achilles: from the early moments of the epic we find references in 
passing to Achilles’ short life span (1 352) and to his double destiny (1x 410-411); 
and after the death of Patroclus the intensity of reference is increased.?^ As for 
the sack of Troy, we are offered cameo images of the fire that will engulf the 
city (XXII 410-4n), the deaths of Priam and his family (xx11 59-71; XXIV 732- 
738), and the enslavement of the women and children (VI 454-455; XXII 62- 
65). But we hear nothing of the means by which the Achaeans triumphed, 
the stratagem of the Wooden Horse; and we hear nothing of the deaths of 
Antilochus and Ajax. Those distracting narrative details and narrative events 
are carefully sidestepped; the poet keeps his focus, quite strictly, on his two 
chosen themes.?5 

Before we leave the Iliad I should note that the poet looks back in time as 
well as looking forward. Nestor, through his reminiscences, takes us back to a 
past before the Trojan War. And at different points of his narrative the Iliad-poet 
uses character-speech to recall events in the Trojan War story that preceded 
the quarrel in the tenth year.” Through Helen’s first-person reminiscences the 
poet canvasses the motive for the attack on Troy; through Antenor's memories 
the poet evokes events early in the hostilities; and through his narrative of the 
contest between Menelaus and Paris he introduces us to the principal players 
in the dispute?" Thus the /liad-poet sets his song in its context and establishes 
its superior status in relation to the wider tradition. 


23 Richardson (1993) 150. 


24 Achilles’ fate is invoked at xvi1I 88-93, 94-96, 329-335, 440-441; XIX 409-410; XX 337; 
XXII 358-360; XXIII 80-81, 150; XXIV 131-132. 

25 For occasional, brief, and unspecific references to the departure of the Achaeans for their 
homeland, see v 714—717, VII 459-460, X11 16. 

26 Anderson (1987) 2 refers to his technique as “piecemeal complementation of information". 

27 On Helen and the motive: 111 172-176 (see also Proclus summary of the Cypria, arg. 2: 
West [2003] 68-71); on earlier events: 111 204-224 (Cypria, arg. 10 and X1 138-142); on the 
principals in the dispute: 111 58-120, 245-461. The Catalogue of Ships of Iliad 11 recreates 
the gathering of forces prior to the assault on Troy. The reminiscences of Nestor, with the 
exception of x1 765—790 (to Patroclus), extend further back in time (for discussion see 
Minchin [2005]). 
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The Odyssey-poet, too, looks both ways—as we shall observe. But he uses 
prophetic words on a much reduced scale to foreshadow the direction of the 
tale itself (1.76—95; 5.22—42 [the gods in conversation]; 11.100-120 [Teiresias the 
seer]; 12.373141 [the immortal Circe]) and to look beyond the limits of the 
Odyssey to further action (not only for Odysseus [11.119—-137; cf. 23.248—255, 264- 
284] but also for Telemachus [15.125-129] and Menelaus [4.561—-569]).28 


The Odyssey Looks Back (1): Picking Up Story Threads 


According to ‘Monro’s Law’, the Odyssey never refers to the main narrative 
events of the Iliad—the anger of Achilles, his return to the fighting to avenge 
the death of Patroclus, and the death of Hector.?? It is true that there are few 
references to the events of the Iliad; but itis not true that there are none. Even 
so, it is clear that the poet of the Odyssey established a relationship of ‘careful 
complementarity’ with the Iliad.?9 Thus, the Odyssey-poet is at pains to refer to 
events in the fabula immediately after the events recounted in Iliad xx1v but 
before the events of the Odyssey: the deaths of Antilochus (but not Memnon) 
and Achilles, the dispute about his armour and the death of Telamonian Ajax, 
the arrival of Neoptolemus, the Wooden Horse, the Sack of Troy, the recovery of 
Helen, the murder of Agamemnon, and the experiences of the other Achaeans 
on their homeward journey?! The Odyssey-poet's restraint with regard to the 
content of the Iliad and his expansiveness with regard to subsequent episodes 
suggest that he was keenly aware of that earlier great poem. 

But how is this story-material conveyed? The Odyssey-poet, like the poet of 
the Iliad, is reluctant to break into the narrative himself.? Like the Iliad-poet 
he uses the words of his characters to supply necessary information. Events 


28 As far as we know, not all these prophecies are taken up in the subsequent epic, the 
Telegony: see Proclus' summary, West (2003) 166—169. On the relation of the Telegony to 
the Odyssey, see West (2013) 39, 289—290. As Gainsford (2016) 107-108 notes, although the 
Telegony is post-Homeric there is 'robust evidence' for a pre-Homeric Telegony legend. 

29 Monro (1901) vol. 2, 325. Monro's Law is not absolute: certain Iliadic events, e.g., the death 
of Patroclus, are acknowledged in the Odyssey; and note the shared detail of Achilles' 
burial at XXIII 91-92 and 24.71—79. 

30 Slatkin (2005) 316. 

31 Rutherford (1991-1993) 39. 

32 For restrained references, see: 11-2 (explicit reference to the sacking of Troy's citadel); 
4.227—232 (an oblique reference to Menelaus and Helen's homeward journey from Egypt 
[cf. 4.125-132]). 
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subsequent to the funeral of Hector and essential for our understanding of the 
tale of Odysseus’ return are presented not by the narrator in his own words 
but in the form of stories or reports. Some tales take the form of personal 
reminiscence, as Nestor, Menelaus, Helen, Agamemnon, and Odysseus relive 
their past. Others, notably the third-person songs of Demodocus, are reported 
by the poet, who, in so doing, employs an unusual (for epic) combination 
of indirect and free indirect speech.?? Let us consider these two sources of 
information in further detail. 


Third-person Narratives: Stories about the Experience of Others 

The principal third-person narratives of the Odyssey are the songs of the bard 
Demodocus. Although he himself had been untouched by the events at Troy, his 
stories nevertheless had the power to move his listeners, especially those who 
had actually been there.?^ The first song of Demodocus, at 8.73-82, reports a 
quarrel between Odysseus and Achilles.55 Demodocus' third song (his second, 
at 8.266—366, had concerned Hephaestus’ detection of his wife's affair), sung 
at the request of Odysseus, is the story of the Trojan Horse (8.499—520).?6 The 
bard on Scheria is not the only source of information, however, on events that 
unfolded beyond the end of the Iliad-story; even Athene takes on the role of a 
reporter. Speaking to Telemachus at 1.298—300, she refers in outline to the story 
of Agamemnon, Aegisthus, and Orestes. 


First-person Narratives: The Speaker is a Participant 

The first-person narratives of Nestor, Menelaus and Odysseus are of narrato- 
logical interest for the way in which their respective stories have been so neatly 
sub-divided and interleaved. Their story-material is presented in small por- 
tions, sometimes out of sequence. Nestor gradually releases information about 
Agamemnon’s return and his subsequent death; his account is supplemented 
by Menelaus, who offers as well the first of four tellings of the Wooden Horse 
story. These two speakers bring us up to date with the fate of all the major 
heroes, with the exception of Odysseus. 


33 Beck (2012) 37-51: Demodocus' songs are expressive and engaging, but lack the vividness 
of first-person narratives (and see further below). 

34 See, eg. Odysseus’ reactions at 8.83-95 and 521—534. 

35  Onthis song as a possible evocation of the beginning of the Trojan War, see Finkelberg 
(1998) 145-148; but see Hainsworth's useful discussion in Heubeck, West, and Hainsworth 
(1990) 351-352. 

36 The main narrator intrudes occasionally (at 514 and 516), reminding us that he, not 
Demodocus, is in charge of the Odysseus-story: Beck (2012) 50. 
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We recognize from the Iliad Nestor’s habit of lengthy reminiscence. Re- 
sponding to Telemachus’ questions about the whereabouts of his father, the old 
man returns in memory to the distant past and speaks of the plundering trips 
that Achilles led while the Achaeans were at Troy (3.103—106)-a sly reference on 
the poet's part to the subject matter of the Iliad (e.g., at IX 328—329).?" He refers 
with sorrow to the deaths of Ajax and Achilles (109), of Patroclus (110), and of 
his own son Antilochus (111-112)?? he refers to the sufferings of the Achaeans 
for nine long years (118), and, succinctly (130), to the eventual victory at Troy, 
devised by Odysseus, who pdAa toMov év(xa ... tavtototat SdAotot, “far surpassed 
others in every kind of stratagem” (121-122). His story of the homecomings 
of the heroes, taking up a theme introduced briefly by Phemius in Od. 1 (but 
developed more fully in the Returns, from the perspective of the Atreidae) is 
an important contribution to the Odyssey-story and will be complemented by 
Menelaus’ account in Od. 4.3? 

The homecomings of the Achaean heroes were, we learn, thwarted by 
Athene—although the reasons for her anger are elided by Nestor.^? Nestor tells 
the story of his own (and Diomedes) return; he reports too on the homecom- 
ings of other heroes, explaining that although he had returned without news 
of his companions he had gleaned information from his guests over time (184— 
187).^' He tells Telemachus that Neoptolemus, Philoctetes and Idomeneus all 
returned with their full complement of men (188-192); and that Agamemnon, 
by contrast, returned to be slain by Aegisthus; and that his death was avenged 
(193-198, 232-235, 255-275, 303-310).*?? Nestor's tale is released gradually; each 
episode, offering further detail, identifies the story of Agamemnon as an impor- 
tant backdrop against which the nostos of Odysseus will unfold. We shall hear 


even more detailed accounts from other sources. Finally, we learn something 
of Menelaus (278-312). All we know at this point, however, is that he returned 
to his homeland on the day when Orestes raised a grave-mound for Aegisthus 
and Clytaemestra (309-312). 


37 On plundering trips, which must have provided rich material for epic song, see also 
Proclus' summary of the Cypria, arg. 11: West (2003) 78-79. 

38  Onlythedeath of Patroclus was narrated in the Iliad (xv1816—857). For those of Antilochus 
and Achilles see Proclus’ summary of the Aethiopis, arg. 2 and 3 (West [2003] 110-113); for 
that of Ajax: Little Iliad, arg. 1 (West [2003] 120-121). 

39 On the Nostoi see West (2013) 246—247. 

40 de Jong (2001) 76-77. 

41 For further discussion of Diomedes’ virtual exclusion from the Odyssey, see below. 

42 Cf. Proclus summary of the Returns, arg. 5 (West [2003] 156157). 


18 MINCHIN 


We observed in Od. 3 the poet's tightly controlled release of information 
about Agamemnon's return and his subsequent death, through his spokesman 
Nestor. In Od. 4 we observe the same restraint, Menelaus now acting as spokes- 
man, when Telemachus and Peisistratus are his guests. Like Nestor, Menelaus, 
at 4.81-12, begins his reminiscences with a melancholic preamble: even ten 
years later, the Trojan expedition is still uppermost in his mind. He regrets 
the loss of life—particularly the death of Agamemnon. Above all he regrets 
the disappearance of Odysseus (104-112, 169-182)-the hero, he says, without 
a nostos (&vóoxiov, 182). After Menelaos and his guests have dined, however, 
Helen adds to their wine a drug that will make them forget all sorrows. And she 
takes the floor, telling a story about Odysseus (235-264). The hero, disguising 
himself as a servant, had entered Troy on a spying mission. Helen alone had 
recognized him and, seizing the moment, had spoken with him about the 
intentions of the Achaeans.^? 

Menelaus caps his wife's story (266—289).** His preamble (267—270), a trib- 
ute to Odysseus' wit and his capacity for endurance, echoes Helen's (240-243). 
Menelaus' story is set inside the Wooden Horse. Within its walls are the lead- 
ing Achaean heroes, including himself and Odysseus. Menelaus describes how 
Helen had walked around the horse calling on the heroes by name, adopting the 
voice of each man's wife. Diomedes and Menelaus, leaping up, almost betrayed 
their comrades; but Odysseus alone retained his presence of mind, silencing his 
comrades and thus preserving the ambush. This is the first telling of an episode 
from the Wooden Horse story in the Odyssey. We shall hear of it again in further 
narratives.*5 

Menelaus' story of his homecoming, which we hear next morning, is taken 
up at the point where he had parted from Nestor, and had subsequently been 
driven by the winds to Egypt (4.351—352; cf. 3.299300). He breaks off his story 
again (4.586) at the point at which Nestor had picked it up (cf. 3.306-312).45 


43 The reconnaissance mission is recounted in Proclus summary of the Little Iliad, at arg. 4: 
West (2003) 122-123. 

44 A story against Helen? See de Jong (2001) 101-102. A collaborative story? See Minchin 
(2007) 277-279. 

45 . At8.492-495, 499-520 (the Trojan response); the sacking of the citadel; 11.523-532 (as at 
4.266—289 this describes the Achaean experience); and an allusion at 22.230. The poet 
allows different tellings to give us different perspectives on the Wooden Horse tale. For 
elements of the Wooden Horse story see Proclus' summary, Little Iliad, arg. 4 and 5 (West 
[2003] 122-125); Iliou Persis. arg. 1 (West [2003] 144-145). 

46 de Jong (2001) 106. Note the poet's careful allocation of different portions of the story to 
different speakers. 
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Thanks to the assistance he is given by Proteus, the Old Man of the Sea, the 
hero is able to complete his homeward journey (472—480, 543-547).*” West pro- 
poses that the account of Menelaus’ wanderings was developed in the course of 
the composition of the Odyssey; there is evidence, he argues, that the Odyssey- 
poet is “deeply engaged with the Nostoi tradition and helping to shape it"48 As 
Menelaus' story unfolds we observe that the Odyssey-poet uses Proteus not only 
as a source of advice to Menelaus but as a convenient source of information 
about the homecoming of other heroes: Ajax, son of Oileus (499-511); Agamem- 
non (again! 512-537); and Odysseus (555-560). Proteus gives Menelaus (and, 
through Menelaus, Telemachus) information about Odysseus' whereabouts: at 
that time Odysseus was on Ogygia, with the nymph Calypso. 

Odysseus' tale of his journey is also told in episodic form, and out of se- 
quence. His account comes in two parts: first, he recounts his experience 
with Calypso and his arrival on Scheria at 7.241-297; second, he returns to a 
more distant past, when he and his men left Troy. His narrative (9.39—12.450) 
brings him to the point of his arrival on Ogygia. Here he calls a halt, since 
he will not repeat himself (12.450—453). What is particularly relevant to my 
discussion of the relationship between the Iliad and the Odyssey is a further 
layer of reminiscence: the hero's account of his meetings in the Underworld 
with Agamemnon, Achilles, and Telamonian Ajax (1.385567). For Odysseus, 
who had been unaware of Agamemnon’s story, the king's first-hand account 
of his death (405-434) comes as a shock (436-439); for the audience it has an 
insistent force: the poet offers a scenario that warns of what wives can get up 
to in the absence of their husbands. 

Odysseus now meets Achilles (465—540), who, even as a shade, is recogniz- 
able as the Achilles of the Iliad: he looks back to his time in Troy, when he killed 
‘the boldest fighters’ (500)-although he does not name Hector.*9 Indeed, he 
would prefer still to be amongst the living (475-476, 488-491).9? He expresses, 
at 494—503, the same regret and concern about his elderly father that we rec- 
ognize from the Iliad (XXIV 534-542; but see also XVI 15-16, XIX 334-337). 
Portrayed as an anxious father, he asks about his son, Neoptolemus (492—493; 
cf. XIX 326-333). This prompts Odysseus to tell a story from the Trojan War 
(506—537): how he had brought Neoptolemus to Troy from Scyros; how valu- 


47 Note also Proteus’ prophecy at 561-569 (which reaches beyond the close of the poem): it 
offers Menelaus a glorious post-mortem existence in the Elysian Fields. 

48 West (2013) 248-249. West argues that the Nostoi-poet was reluctant to duplicate the 
content of the Odyssey; hence he used the Atreidae-story as his framework. 

49 Rutherford (1991-1993) 47. 

50 de Jong (2001) 290-291. 
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able Neoptolemus had been in counsel and on the battlefield, as he fought in 
the front ranks (in Odysseus’ view, second best to Memnon [522]); how coura- 
geously he had performed in the daring adventure of the Wooden Horse (its 
third telling) 523—532); and, finally, that Neoptolemus, having won his fair share 
of spoil, had, without injury, boarded his ship for the homeward journey (533- 
537). From that point, of course, Odysseus can tell no more. Achilles now leaves 
Odysseus, delighting in Neoptolemus' achievements (539—540). With this news 
of his son Achilles is able to reconcile himself to his own status in the Under- 
world. 

Finally, Odysseus comes face to face with Ajax, who stands aloof and remains 
aloof, still angry that Odysseus, and not he, had been awarded Achilles' armour 
after the hero's death (543—551). Odysseus speaks of the grief of the Achaeans 
at Ajax' suicide, for he had been the bulwark (556) of the army—as we know 
from the action of the Iliad (for example, xv 281-xvr1 761).5! But Ajax rejects 
Odysseus’ attempts at reconciliation (563—564).92 

We hear again from Achilles and Agamemnon later in the epic, after Odys- 
seus, once more a hero and ‘stormer of cities’ (mtoAtmop80¢, 22.283), has tri- 
umphed over the suitors (22.60—125, 201-329). The souls of the suitors have 
made their way to the Underworld (24.15-97).5? Here Achilles addresses Aga- 
memnon sympathetically (a development, perhaps, of his respectful tone at 
XXIII 890-894), wishing for his sake that he had died at Troy and could have 
been honoured in death by the Achaeans—as opposed to the dishonour that 
awaited him in Mycenae. 


ws ópeAsc vtgf]c ATOVÝMEVOŞ, hc TEP d&vacces, 
8v Evt Towwv Odvatov xai MOTHOV éntorcetv 
TH KEV TOL TULBov LEV erotico Tovoryatot, ... 


How I wish that, enjoying that high place of your power, 

you could have met death and destiny in the land of the Trojans. 

So all the Achaians would have made a mound to cover you ... 
Od. 24.30-32 


51 Eumaeus (Od. 15) and Philoetius (Od. 20) also tell tales about their past—a past that 
involves Odysseus. But the events they recall have no connection with Troy. 

52 For further discussion, see Minchin (2006) esp. at 9-10. 

53 On 23.297-24.548 as integral to the Odyssey-poem, see Heubeck in Russo, Fernández- 
Galiano, and Heubeck (1992) 353-355; and see now the discussion summarized in Gains- 
ford (2016) 123-124. 
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Agamemnon in reply (we are struck by the distinctly un-Iliadic cordiality of 
his response) offers a lengthy description of the funerary rites for Achilles after 
his death in battle (43-70); the placing of his bones with those of Patroclus (71— 
79; cf. XXIII 83-92, 243-248), the building of a grave-mound by the Hellespont, 
to beseen both by men now and those to be born in the future (80-84); and the 
funeral games hosted by Thetis (85-92).5* Here in the Underworld we observe 
the two heroes—whose quarrel had set in motion the terrible events of the 
Iliad—now on good terms. Whereas Agamemnon’s earlier response at XIX 78- 
144 to Achilles' diplomatic and heartfelt words of reconciliation at 56—73 had 
been stiff and ungracious;?? only now, at the end of the Odyssey, do we see their 
relationship mended. This respectful exchange gives us a clue as to how we 
might view the relationship between the two poems. 

At this point I turn to William Labov’s framework for the structure of stories: 
the series of 'steps' we in the Western world regularly take as we tell a story 
(abstract, orientation, complicating action, resolution, evaluation, coda).59 T 
am concerned in this paper with the final element in this structure, the coda: 
this is the element through which we 'seal off' a story. I propose that this 
scene of reconciliation in Od. 24, between Achilles and Agamemnon, serves 
as a belated coda to the Iliadic story of their quarrel. And later, at 192-202, 
when Agamemnon, on hearing the suitors' account of Odysseus' triumphant 
homecoming, comments enviously on the hero's good fortune in having a wife 
so loyal (Ñ dpa cov peydày doeth extyow dort ..., wç ed péuvyt’ 'O8vcfjoc, Surely 
you won yourself a wife endowed with great virtue ... how well she remembered 
Odysseus, 193-194), his evaluative comments serve to seal off that other story: 
the story of Odysseus' nostos—especially as compared with his own. 


The Odyssey Looks Back (2): Recycling Story Moments and Story 
Details 


The poet of the Odyssey, as we have seen, ensures that the two critical story- 
events foreshadowed but not realized in the Iliad are included in his tale as 
points of reference. He also refers to the content of the Iliad in a number 
of subtle ways, particularly through his use of Iliadic compositional material. 


54 Burgess (2008) 98-110. For important discussion of those funeral rituals, their contradic- 
tion of the tradition represented by the Aethiopis, and the Odyssey-poet's allusion to the 
tradition represented by the Iliad, see Edwards (1985) 224—227. 

55 See Edwards (1991) 241 and 244. 

56 Labov (1972) 365-366; in the context of Homer, see Minchin (2001) 19-20, 185-189. 
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I am not interested in the formulaic language and the type-scenes that are 
common to both epics but in elements less ‘typical’ and more individualized, 
which appear at crucial points of the narrative. I call these elements ‘story- 
moments’;>” and I offer a sample of such moments below. For example, when 
Telemachus, as guest of Menelaus and Helen, insists (twice!) that he wishes 
to leave them to return to Ithaca (15.64—66, 87—91), there ensues another meal 
andaround of gift-giving. Menelaus and Helen go to the palace store-chamber. 
Helen takes from a storage chest a robe, one that she herself had made. This 
robe is exceptional, for it lies beneath the others; it is the largest, the loveliest, 
and shines like a star (107-108): öç xdAAtotog Env mou qacty WOE pEytotos, / 
dohe Ò aç dméhaumev: Exeto dé velatog Mwy. Helen presents the gown to 
Telemachus as a gift for the future, for his wife to wear at her marriage—and as 
a souvenir of Helen (123-129). Every audience member familiar with the Iliad 
will recall another visit to another palace store-room—that memorable scene 
when Hecuba goes into the store-chamber to select a robe to be presented 
to Athene (v1 288-296). This robe—the largest and loveliest, shining like a 
star, the work of Sidonian women—had been amongst the robes that Paris 
and Helen had brought with them when they came to Troy.5? Hecuba's visit is 
marked by solemnity, because of the nature of hertask, and pathos, because the 
audience knows that Athene will never be well-disposed (311). Despite the gift, 
Troy will be destroyed. The purpose of Helen's visit to the store-room in Sparta, 
on the other hand, anticipates a happy event—marriage, the continuation of 
the family line, and a more prosperous time for the palace on Ithaca. The 
Odyssey-poet wants us to recall the Iliadic episode and its associations and to 
use it as a comparand as we process the present scene.5? 

At IX 434—605, Phoenix appeals to Achilles to give up his anger against 
Agamemnon. In arguing for his right to advise his protégé, Phoenix recreates a 
scene of intimacy and trust from earlier times (485—491): with young Achilles 
on his knee he would cut off meat for him and encourage him to eat, holding 
his cup as he sipped the wine.9? Despite this appeal Phoenix is able to achieve 


57 Rutherford (1991-1993) 46-53 offers a catalogue of Iliadic vocabulary or motifs used in 
new, Odyssean, contexts. My examples of 'story-moments' are, by contrast, compositional. 

58  Thisis more than a simple type-scene: to a type-scene such as ‘visit to the store-chamber 
to make a selection from its holdings' there have been added (a) the selection of a gift and 
(b) the gift of a woman’s fine handiwork and (c) something associated with Helen. Thus an 
individualized ‘story-moment is created. 

59 Like Rutherford ([2001] 145), I avoid the term 'intertextuality, which sits uncomfortably 
in a discussion of oral traditional storytelling. 

60 This again is more than a simple type-scene. The Phoenix-scene and the Eurymachus- 
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only limited success in his attempt to persuade Achilles to return to the fighting; 
but the older man’s love for his protégé is not in doubt. Now observe how the 
poet of the Odyssey uses this scene. After Penelope has accused the leader of 
the suitors, Antinous, of having plotted to have Telemachus ambushed and 
killed, Eurymachus responds.® In what purport to be reassuring words (16.435— 
447), he offers as evidence for his own longstanding ‘goodwill’ to Odysseus’ 
family that same image of intimacy and trust (440—444): when Eurymachus 
was a child, Odysseus sacker of cities would take him on his knees and feed 
him pieces of meat and allow him to sip his wine (£r } xoi £g vcoAtropOoc 
‘Odvaceds/moMdxr yobvacw oloty épecodpevoc xpéaç órxóv /év xelpecow EOnxev 
énécye te olvov épvdpdv, 442—444). And yet we know that Eurymachus was 
involved in that ambush and was disappointed at its failure (16.346—-350). It 
does not matter whether Eurymachus' story is true; his intentions in telling 
it are false. His duplicity and his nastiness are highlighted by the inevitable 
contrast we draw with Phoenix’ sincerity.®2 Some might argue that this ‘story- 
moment' and the preceding example are simply traditional motifs. In my view, 
however, these are type-scenes that have been elaborated with carefully chosen 
details; their deployment in the Odyssey is another indication that its poet was 
familiar with the Iliad-poet's compositional practice. 

Our third story-moment is of a different kind: I turn to the favour that 
Telemachus asks of Pisistratus (15.195201) as they return to Pylos. Appealing 
to the good understanding and affection between them, he asks if Pisistratus 
would leave him at his ship rather than taking him back to the palace. Quite 
appropriately in the circumstances, Telemachus offers as a reason the need for 
haste: he must not be delayed any further by Nestor's ‘hospitality’ (uy w ó yépwv 
&éxovca KATATYY) ... | i£uevoc pte). We are reminded of that earlier occasion in 
Od. 3 when Nestor had over-entertained Telemachus and Athene at Pylos: the 
goddess had been obliged to remind Nestor to allow his guests to retire for the 
night after a long day of travelling (3.331-336); and, as his guests were at last 
about to leave for their ship, the old man yet again detained them (xatépuxe, 
345), now to offer them accommodation in the palace (346-355). This is the 
Nestor of the Iliad: the garrulous old man who enjoys above all the role of 


scene are built up from similar motifs (for a variant, see Philoetius’ memories at 20.209— 
212). Note too that Phoenix moves beyond the charming image of feeding an infant 
to some less attractive consequences (490-491). Authenticity (and his own discomfort) 
becomes a further strategy of persuasion. 

61 Antinous and Eurymachus work as a team: Fenik (1974) 198. 

62  SeeFenik (1974) 198-205 on Eurymachus' hypocrisy; for his slipperiness, see Louden (1999) 
19-20 and 49. 
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host, the presence of guests, and a chance to talk; he cannot let go.9? On this 
final occasion, when we don't meet this old man, the poet evokes him anyway, 
alluding to his qualities, so familiar to us from the Iliad, with sly amusement. 


Story Details: The Catalogue of Ships as a Resource for Names of 

People and Places 
As he embarks on this complex tale of return the Odyssey-poet has made 
a number of strategic decisions. First, he reduces to just three the number 
of Iliadic heroes besides Odysseus who are necessary to his tale: Nestor and 
Menelaus, his active sources of information, and Agamemnon, whose story is 
ever in the background. Likewise, he recalls a strictly limited number of fallen 
heroes: Patroclus, Antilochus, Achilles, and Ajax, whose deaths are critical 
in the Troy story-chain, and who represent various stages of that Trojan-War 
past.®4 Secondly, to authenticate his hero's false identity, he draws upon a select 
cluster of second-ranking heroes. Finally, and by contrast, the poet (speaking 
as Odysseus-in-disguise) invents—freely— just once, using an identity that we 
do not recognize. Let me enlarge on these observations. 

Jim Marks draws our attention to the use the poet makes of the Catalogue of 
Ships in order to establish connections between his characters and to 'anchor' 
their relationships.55 The Odyssey-poet likewise exploits the Catalogue-list as a 
mnemonic resource. To provide a complete account of the pre-Odyssey past 
he has chosen the three heroes, Agamemnon, Menelaus, and Nestor, who 
appear seriatim in the Iliadic Catalogue, at I1 569-580, 581-590, and 591- 
602,96 and who regularly track together in the narrative of the Iliad. Although 
Diomedes is part of this select group in the Iliad (see 11 559-568), he is excluded 
from the Odyssey. I offer two reasons for his exclusion: first, because Achilles 
is a presence in the Odyssey; and, second, because the story of Diomedes' 
homecoming has many similarities to that of Agamemnon, whose story, for 
dramatic purposes, must be sui generis.®’ For both these reasons there is no 
need in the Odyssey-tale for the 'substitute' Diomedes. 


63 The classic example of Nestor's propensity to engage his visitors in talk is X1656—803, to a 
visitor who had said (648—654) that he could not stay! We find this trait also in the Cypria, 
arg. 4b: West (2003) 70-71; it is traditional. 

64 See 3.109-112, 1.467-470, 2445-18. 


65 See Marks (2012) 103-104 and 106 (on the force of the ‘specific geography’ of the Cata- 
logue). 

66 Marks (2012) 106-107. On the cluster of Agamemnon, Menelaus, Nestor, and Diomedes, 
see Marks (2012) 108. 

67 Diomedes appears in the Iliad only when Achilles is a non-participant. For details of 
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Second, in the false tales Odysseus tells on Ithaca—to Athene, to Eumaeus 
(with a similar version to the suitors), and to Penelope—he presents himself 
asa man from Crete, connected with Idomeneus, leader of the Cretan forces at 
Troy. To Athene, Odysseus asserts that he had killed Idomeneus' son, who had 
set upon him on his return from Troy with his spoils because he had refused 
to act as Idomeneus’ henchman at Troy (13.256—286). To Eumaeus, Odysseus 
presents himself as the son of a wealthy man from Crete who had been asked 
to lead the forces setting out for Troy along with Idomeneus (14.192-359). To 
his wife, Odysseus identifies himself as Idomeneus younger brother Aethon 
(19.165-202, 221—248, 262—307, 336-342). 

Although the Idomeneus of the Iliad (where he appeared, often with Meri- 
ones, as a companion of Odysseus) would have been known to the audience,58 
he was never a sharply delineated character.6° The Idomeneus-figure is there- 
fore readily adaptable to the tales that Odysseus/the Odyssey-poet invents. 
And, in the absence of the Iliadic Meriones, Odysseus or his alter ego becomes 
Idomeneus’ companion.”° The bond that links Odysseus with Idomeneus in 
narrative terms in the Iliad extends also to Thoas, the leader of the Aetolians, 
who appears in the Odyssey in the beggar's ‘cloak’-tale (14.499—502):"! Odysseus, 
testing the goodwill of his host Eumaeus, spins a tale that involves his dis- 
guised self (as beggar) in the protagonist's role, his true self as participant, and 
Thoas as the fall guy. It is he who unwittingly gives up his cloak to Odysseus 
(the beggar) when he runs back to Agamemnon with a message manufac- 
tured by Odysseus (the participant) apparently on the spur of the moment.7? 


Diomedes' homecoming, see Servius' commentary on Virgil, Aen. 8.9. Philoctetes, whose 
story demands the intervention of Diomedes, is also elided. 

68 See, e.g., I1 645-652; VII 165-168; X 53-59. 

69 Weare told that he is respected amongst his peers, as Agamemnon indicates in his praise 
(1v 257-264); and see also Idomeneus' discussion about courage in battle with Meriones 
(XIII 240-297). 

70 Unlike Idomeneus, who, although occasionally named along with Odysseus (11 2.404— 
407, VII 165-168, XIX 310-311), has no special connection with him, Meriones is a fellow 
bowman: he provides Odysseus with bow, quiver, sword and distinctive helmet for the 
night-expedition with Diomedes (x 260—265). On Meriones' omission from the Odyssey, 
see Haft (1984) 295-299. 

71 Thoas is named in the Iliad along with Idomeneus, Meriones, Odysseus and others in 
response to Nestor's rebuke at v11 162-168. He is mentioned with Meriones at XIII 91- 
93 and XIX 240; he rallies the troops, including Idomeneus and Meriones, at xv 281-305. 
Poseidon takes on Thoas’ appearance when he addresses Idomeneus at XIII 215—238. 

72 See Maronitis (1983) 283-285 for the Odyssey-poet's play on the Iliadic/Odyssean theme 
of throwing one's cloak aside. 
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These three heroes, like the three great heroes I mentioned above, are neigh- 
bours in the Catalogue of Ships: Odysseus at 11 631-637; Thoas at 638—644; and, 
although geographically separate, Idomeneus (and Meriones) at 645-652. This 
catalogue-based relationship not only supports the poet, from a cognitive per- 
spective, as he composes; it also has the potential to endow the tales Odysseus 
tells with a spurious reliability. 

Finally, when Odysseus visits his old father Laertes at 24.220—361 he presents 
himself as Eperitos, the son of Apheidas, son of Polypemon (304-306). This 
is a totally fictitious identity, invented, as it were, on impulse.? We might 
ask why Odysseus, at this late stage of the story of his return, abandons a 
carefully constructed disguise that connects him to Idomeneus. Masked by that 
identity he had tested the suitors, the servants in the palace, and his wife. But 
now, having shed that identity, he cannot resume it. He must find another. On 
encountering this vulnerable old man completely removed from the news of 
the world, Odysseus is free to invent."^ The new identity he chooses, however, 
is unheroic. This Laertes-scene, at this late point of the Odyssey, now represents 
a complete break with the Odyssey's Iliadic past. 


Conclusion 


The poet of the Iliad clearly looks ahead to possible epic continuations— 
although, as far as we can judge, he has no specific telling in mind. Not only 
does he foreshadow what will happen within his poem but he looks ahead to 
two events that fall outside its scope, insisting on their importance through a 
comprehensive range of speech acts: prophecy, threat, conviction and forebod- 
ing. We observe traces of a similar practice in the Odyssey—in the perfunctory 
nod to further storytelling that was to be taken up in the post-Homeric Tele- 
gony.”> 

But oral traditional epic is not only forward-looking; it also habitually looks 
back, allowing the poet to position his song in relation to the wider tradition.”® 


73 Heubeck in Russo, Fernández-Galiano and Heubeck (1992) 395-396. 

74 Thevisit to Laertes’ farm is a puzzling event. For recent discussion of an alternative ending 
to the Odyssey, which involves, Penelope, Dolon, and a band of loyal retainers, see Haller 
(2013). 

75 As far as we know, not all these prophecies are taken up in the subsequent epic, the 
Telegony: see Proclus' summary, West (2003) 166—169. 

76 To this extent these two epics, West's Einzellieder, are not entirely self-contained, in the 
strict sense of the word. 
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The Iliad takes us back to the beginning of the Trojan War and beyond, to 
the pre-war past. The Odyssey-poet is even more intensively retrospective, 
using first-, second-, and third-person reminiscence to bridge the narrative gap 
between the two epics. Members of this post-Troy world return unfailingly 
to their experiences at Troy, and especially to the events that immediately 
preceded and followed its sacking: a landmark event. The Odyssey-poet does 
not make detailed reference to the events of the Iliad, perhaps out of respect for 
that great song. But he carefully stakes out his own territory:’’ he picks up the 
story-threads that connect the prophecies and forebodings of the Iliad about the 
death of Achilles, the sack of Troy, and the homecomings of the other heroes, 
and weaves them, along with Iliadic story-moments and story-details, into this 
new tale. 

The Odyssey, I suggest, is both an Einzellied and a poem of closure. First, 
with respect to the Iliad: the new goodwill that we see between Achilles and 
Agamemnon in the Underworld seals off that story of rupture. Second, with 
reference to its own story: at 24.121-190 the suitors in the Underworld tell their 
story of the courting of Penelope, the return of Odysseus, the stringing of the 
bow, and their punishment at Odysseus’ hands. Agamemnon, then, at 192- 
198, evaluates the hero's good fortune. With this coda the story of Odysseus' 
homecoming is now complete. Third, with regard to the Troy-story itself: with 
Odysseus' successful homecoming and with the Underworld scenes of Odyssey 
24 the poet brings the stories of all the heroes to their conclusion, calling an 
end, at last, to evil fighting (r6Aep6v ... xoxóv, 24.475), and tying off every loose 
end.”8 The Troy-story is over. 

All this has been achieved through the poet's careful stewardship of tradi- 
tional memory, as he responds to the foreshadowing of the Iliad and its con- 
tinuations (in what took eventual shape as the cyclic poems) with polyphonic 
reminiscence. In making his Odyssey-story mesh with the Iliad in a variety of 
ways, at the structural level as well as the compositional, he pays homage to the 
Iliad-poet, and he creates not a sequel? not a continuation, but a prolonged 
and satisfying coda.®° 


77 Iborrow Scodel's phrase here: Scodel (2004) 4. 

78 See Martin (1993) 240; de Jong (2001) 565-566; Biles (2003) 206. 

79 As Rutherford proposes (45). 

80 On the significance of Telemachus' failure to achieve full heroic status, see the important 
discussion in Martin (1993) 240; on the hero Telegonus as a post-Homeric invention, see 
above and (West [2013] 307-308). 
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The Ilias Latina as a Roman Continuation of the 
Iliad 


Reinhold F. Glei 


To the Memory of Helmut van Thiel (1932-2014) 


Introduction 


Why a Latin Iliad? Since the days of Livius Andronicus, who translated the 
Odyssey into the rural dialect of the Latinians, many works of Greek literature 
have been brought into this language, which became, in the course of time, 
more and more polished, discarding its former egestas. The Iliad, however, 
remained untouched for a long time. Ennius claimed to be Homer reborn, 
whose soul had transmigrated into him: he was the first to write a Latin epic in 
hexameters, but its subject was Roman history, setting it apart from the Iliad. 
The poetic interest had transmigrated even before, in the work of Naevius, 
from the war for Ilium to the war for Carthage. Ennius's Annals advanced to be 
the overall model of the Roman epic in Republican times, inspiring numerous 
epigonic poems. There were, however, at least two attempts to translate the 
Iliad into Latin: at the beginning of the first century BC, a certain Cn. Matius 
wrote a Latin Iliad in the Ennian style, which seemed outdated even to Varro, 
who quotes two lines in his work on the Latin language.! Due to the very 
small number of extant fragments, the design of this poem cannot be judged 
reasonably. Even less is known about the Iliad of Ninnius Crassus, who lived, 
seemingly, in the first century, too. Judging by the quality of the one and a 
half extant lines? the loss of the poem is perhaps not a very painful one. 
Surely, with the decline of the Republic, the quality of epic poetry declined, 


1 See Fragmenta Poetarum Latinorum (2011) 123. The two lines are from the first book: corpora 
Graiorum maerebat mandier igni (~ A 56) and obsceni interpres funestique ominis auctor (~ 
A 106). 

2 Seeibidem, 128: (0) socii, nunc fite viri (~ 11 270); nam non(dum) conivi oculus ego deinde sopore 
(~ Q 637). The fragments are cited by Nonius and Priscian, respectively. 
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too: the neoterics blamed thick books in general and the Annals of Volusius in 
particular (cacata charta),? while Cicero tried to uphold the Ennian tradition 
by writing such awkward poems as De consulatu suo.* We also have some forty 
lines of translations from Homer's Iliad made by Cicero, probably to exercise 
his poetical skill.5 There is no evidence that Cicero wrote a complete Latin Iliad. 

It was a great task, then, to renew Roman epic in the Homeric, not in the 
Ennian fashion, and Virgil had undertaken it “in a state of madness", as he 
said. He created a poem that outweighed Homer as a whole, i.e. both Iliad 
and Odyssey,” not to speak of other sources like Apollonius's Argonautica. With 
the Aeneid, the chance to get a Latin Iliad had passed away, for nobody was 
foolish enough to write a Latin epic after Virgil —except for Ovid of course, 
whose genius found a way of establishing an epic genre of its own.? It took more 
than halfa century until a young rebel rose to challenge the Aeneid by writing a 
protest poem: Lucan's Pharsalia is an anti-epic that breaks the rules not only of 
literary genre, but also of Roman state ideology? The 1L was written under the 
same circumstances, i.e. under the reign of Nero perverting Augustan ideals.!° 

It is not my intention to repeat all the arguments put forward in support 
of this assertion.! It may suffice to mention the praise of the Julio-Claudian 
dynasty in line go1f. (see below, ch. 6) and the many similarities to Silver Latin 


3 This assessment is made by Catullus (c. 36, 1; see also c. 95, 7). Nothing is known about 
Volusius's poem. 

4 The fragments are also found in Fragmenta Poetarum Latinorum (2011) 159165. His con- 
temporaries ridiculed Cicero's self-promotion, which can be seen in lines like o fortunatam 
natam me consule Romam (quoted by Sallustius in his Inv. in Cic., 5). 

5 Fragmenta Poetarum Latinorum (2011) 168-171. The lines sound fluent, although some 
of them have an archaic (‘Ennian’) touch: see, for example, frg. 23, line 10: sub platano 
umbrifera, fons unde emanat aquai (~ B 307). As a rule, Cicero's translations are made not 
word-by-word (‘grammatically’), but rather with a literary ambition (‘rhetorically’): on that 
difference, see Glei and Reis (2013). 

6 Macrobius, Sat. 1, 24. 1: tanta inchoata res est ut paene vitio mentis tantum opus ingressus 

mihi videar. Suetonius (Vita Virgilii, 46) reports that Virgil answered to his critics that it 

would be easier to snatch the club from Hercules than a line from Homer: facilius esse 

Herculi clavam quam Homero versum subripere. 

Suetonius, Vita Virgilii, 21: quasi amborum Homeri carminum instar. 

On Ovid's alternative epic concept, see Glei (1998). 


Oo ON 


See, among others, Meier (2009). 

10 This dating has credibly been pointed out by previous studies; see recently Courtney 
(2001), who proves 655c to be a terminus ante. 

11 See the summarizing article by Scaffai (1985) and the more detailed introduction to his 

edition (?1997). 
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language, especially Senecan tragedy. Even if the 1L undoubtedly comes from 
Neronian times, the question of authorship is a different issue. The only clue 
about the author are two acrostics at the beginning and at the end of the text, 
first detected by Seyffert and Buecheler? which read ITALIC[Vv]s (the letter v 
being a conjecture) and sc[R]IPsIT. If we take Italicus as a proper name, we 
have to look for poets who bear that name. Silius Italicus, the author of the 
Punica, has been excluded for reasons of style and metre. A certain Baebius 
Italicus, cos. suff. of the year 9o (under Domitian) has been suggested as a 
possible author, but he is not known as a poet, and without the mysterious 
acrostic, nobody would ever have considered him as the author. It is, however, 
not necessary to take Italicus as a proper name: it may well be an adjective, 
thus signifying "An Italian [i.e. a Latin] poet wrote it" The reason why Italicus 
is used instead of the more common Latinus or Romanus, is simply that the IL 
inevitably must begin with the letter 1, for the keyword to quote the Iliad is of 
course pÎĝviç or, in Latin, ira. If Italicus is an adjective, a noun meaning “poet” 
or the like is required or at least desirable, and fortunately it has been found in 
the first lines, too, where a mesostich (after the caesura) PIERIS (“Muse”) has 
been identified.!3 The word Pieris, however, is a feminine noun, and therefore 
the acrostic might not be Italicus, but Italice (neglecting the last letter) or 
Italices, i.e. “the Italian Muse" or “Italy’s Muse" Another possibility is Jtalicos as a 
(Greek) adverb, signifying “the Muse has written it in the Italian language"!^ In 
any case, we should not set on a person named Italicus, but leave the question 
of authorship open. 

Although I am not going to write a Forschungsbericht here, some remarks 
on previous studies seem to be necessary. First, it should be noted that the 
transmission and text of the 1L have been widely studied over the last 150 
years.!5 The outcome of the 19th and the early 2oth centuries were the studies 
and editions by Baehrens (1881), Plessis (1885), Nathansky (1906/1907) and 
Vollmer (1913), to name but a few. What we have today is the comprehensive 
study by Scaffai (1982, 21997), which represents the state of the art and serves 


12 See the report in Scaffai (71997) nf. 

13 Schubert (1999). A slight discrepancy lies in the fact that 1raLic*s are eight letters, while 
PIERIS are only six ones. The remaining two letters are DE, which maybe belong to the 
final acrostic SCRIPSIT. 

14 Depending on what option is voted for, the first word of line 7 must begin with a v, an E 
or an 0: see below, ch. 1. 

15 It was therefore completely inappropriate, that Broccia (1992) called his book Prolegomeni 
all’ “Omero Latino", thus evoking the ground-breaking study of Friedrich August Wolf and 
at the same time disregarding the work of his predecessors. 
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as a basis for further research. Since 1997, translations into English, French and 
Spanish have been published!6—a German translation still lacking. The 21st 
century saw several studies on the technique of epitomizing and reworking 
Homeric passages," but to date the IL has elicited relatively little interest 
among scholars. 

It has always been remarked that the 1L is not an epitome in the classical 
sense, i.e. a summary of the single Homeric books in the manner of the Livy 
Periochae, but rather a very selective poem treating the original in its own way. 
This can easily be seen from a table of contents showing the lines of the IL 
that correspond to the Homeric books.!® One half of the total amount of 1070 
lines is spent on the first five books of the Iliad, while some of the later books 
are ‘summarized’ in less than ten lines (e.g. Books 9, 13 and 17).? Scholars have 
busily identified corresponding passages and described the composition of the 
poem.2° What has been neglected so far are the aspects of Romanization. In the 
following chapters, therefore, I will examine some features of the 11 that might 
demonstrate the nature of the poem as a Roman continuation of the Iliad, not 
in the sense of a supplement (i.e. in the manner of the cyclic poems that tell the 
events after the burial of Hector), but of a rereading with a Roman's eyes. This 
includes Romanization in language (chapter 1), genre and style (chapters 2—4), 
content (chapter 5), tendency (chapters 6—7) and mood (chapter 8). Finally, in 
my concluding remarks, I will take stock of the previous chapters, thus offering 
a new interpretation of the IL. 


16 Kennedy (1998), Fry (1998, ?2004)—who translated into blank verse!—, Barrio Vega (2001). 

17  Seeespecially Polymerakis (2004), Reitz (2007), Gártner (2007), Gasti (2008), Polymerakis 
(2010), Koll (2011). There are only very short entries in the handbook of Rengakos and 
Zimmermann (2011) 314, and in the Virgil Encyclopedia: Cain (2014). 

18 See already Plessis (1885) and recently Reitz (2007). The book division according to Reitz 
is as follows: 1L 1-110 (A), 11-251 (B), 252-343 (T), 344-388 (A), 389-537 (E), 538-563 (Z), 
564—649 (H), 650—685 (6), 686—695 (1), 696—740 (K), 741—757 (A), 758-771 (M), 772-778 (N), 
779-789 (=), 790-804 (0), 805-835 (11), 836—838 (P), 839-891 (x), 892-910 (T), 911-930 (Y), 
931—943 (©), 94431003 (X), 1004-1014 (*), 1015-1062 (Q). 

19 This is a kind of recusatio, the poet refusing to write a long epic poem (on Nero): see 
Polymerakis (2010). 

20 See, for example, Scaffai (1985) 1932-1936, and Stroia (2007). 
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Ch. 1: Translation and Innovation: The Proem (1-12) 


Let us first have a look at the opening passage of both the Iliad and the IL, which 
seem to correspond to each other very closely, as is revealed by a linguistic com- 
parison. The very first word in Homer, pvu, is literally translated by iram as an 
object to detde (“sing”) and pande (“reveal, tell"), which is a traditional phrase 
in Latin epics?! to denote the inspiration by the muse, simply called 8e& (diva). 
Achilles is named by his patronymic Inànïáðew (Pelidae), while the name itself 
is replaced in Latin by an epithet, superbi, which supplies an important char- 
acterization of the hero. In 2, the participle obAopeévyy (“pernicious”) is missing, 
which is in a way balanced by the addition of miseris (“poor”) to the Greeks. 
Achilles’ wrath caused pvpia Gea ("countless pains"), which is aggravated by 
tristia funera (“dreadful deaths"). These are, however, slight changes. In the next 
sentence, Homer differentiates between the souls (which went to Hades) and 
the heroes “themselves” (aùtoùç) eaten by dogs and birds. This passage has 
been highly elaborated by the Latin author: 4f. latrantumque dedit rostris volu- 
crumque trahendos illorum exsangues inhumatis ossibus artus (“it [i.e. the wrath 
of Achilles] abandoned their lifeless limbs to be dragged by the jaws of bark- 
ing dogs and by the beaks of birds, because their bones were left unburied”). 
The sense is the same, but we can see a tendency to exaggerate the sober 
and somewhat elliptic diction of Homer. The theological explanation: "Thus 
the will of Zeus was fulfilled" (Atóc à'éreAe(evo BovdAn) is translated almost liter- 
ally (only paraphrasing Atos as summi regis). The Greek verb used here should 
be conficiebatur in Latin, which disturbs the metre. Instead, the manuscripts 
offer conficiebat, which is not passive, as is required here. Therefore, editors 
adopted confiebat, which is sound, although forms of fieri are unusual in com- 
posites. This is, however, a negligible problem compared to what is found in 
the next sentence. The Greek text runs like this: "since the time both heroes 
(i.e. Agamemnon and Achilles) first turned against each other in quarrel" The 
dual forms (Stacy Epicavte) sometimes were misinterpreted even in antiq- 
uity, the most curious explanation being that 8twecv'ytv is actually dia omy 
(“on account of a woman").2? The Latin author, however, seems to have under- 
stood the form correctly, if discordia pectora ("divided hearts") is meant to be 
a translation of dtactytHv. The participle épicavte (“quarrelling”) is rendered by 


21  SeeScaffai's comment on line 1. 

22 See the comprehensive article on the ‘ghost-word’ othty ("woman") in Lexikon des früh- 
griechischen Epos 4 (2010) 221f. See already the explanation of Eusthatios (21, 42-46) ad 
loc. 
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protulerant pugnas ("they had prolonged fighting"), which cannot be the cor- 
rect version?? for two reasons. First, the meaning does not meet the context. It is 
true that the two heroes, by their quarrel, caused a great disaster, but in fact this 
did not prolong the Trojan war. Secondly, taking the opening acrostic ITALIC*S 
for granted, the line cannot begin with the letter P anyway. If we think of ITAL- 
ICVS, the most probable solution is versarant ("they had caused [additional] 
fights")?^ if we need an E, a convenient verb would be ediderant (“they had 
done"), if O, optulerant (“they had brought"). In any case, some doubts remain 
whether the Latin author has matched the sense of the original.?5 It remains 
to be noted that the formulaic line naming Agamemnon and Achilles (Atpet- 
nc Te vak dvdpav xot Stog AyiAevs: “the son of Atreus, commander of warriors, 
and godlike Achilles") is rendered with extraordinary poetical skill: 8 sceptriger 
Atrides et bello clarus Achilles. 

The next three lines (four in Latin) form a transition to the Chryses episode, 
which tells why the two heroes came to blows. Both authors, following epic con- 
vention undoubtedly established in the epic tradition already before Homer, 
ask which god had caused the quarrel, and give the answer that it was Apollo, 
who had senta plague. At this point, the Latin author deliberately deviates from 
his model. The Homeric text runs as follows: “For he [i.e. Apollo] was annoyed 
with the king and unleashed an evil epidemic among the soldiers, and the folks 
perished.” In the IL, Apollo arouses a severe illness among the Greeks, too (12 
implicuitque gravi Danaorum corpora morbo), but at the same time, he sends 
an evil plague (i.e. love) into the heart of the king (9 infestam regi pestem in 
praecordia misit). In Homer, the pestilence is only sent to teach Agamemnon a 
lesson—here Horace's famous dictum quidquid delirant reges, plectuntur Achivi 
comes to mind?6— , and in the end, the king has to learn it. In the IL, on the 
contrary, Agamemnon himself is struck by a plague of its own kind, i.e. amour 

fou?" At first sight, Agamemnon’s love sickness and the pestilence have noth- 
ing to do with each other, but the connection is, in fact, given in the following 
lines. The link is Chryseis, the daughter of Chryses, a priest of Apollo. In Homer, 
Chryseis is a yépos (“gift of honour") to Agamemnon, as part of the spoils of war 
like other ‘material’ things. In the IL, however, Agamemnon has fallen in love 


23 Gasti's (2007) attempt to defend the manuscript version is not convincing. 

24 Other conjectures are listed in the apparatus criticus: Scaffai (71997) ad loc. 

25 Anyway, an exact translation would have been possible. I propose, for example: ex quo 
dissedere duces ambo altercantes. The spondaic rhythm is to indicate the long duration of 
the quarrel. 

26 Horace, Epist. 1, 2, 14. 

27  Onthesignificance of pestis, see Broccia (2006). 
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with the maiden: 25 f. ferus ossibus imis haeret amor spernitque preces damnosa 
libido (“wild love, deep rooted in the inner core, and pernicious desire let him 
despise the priest's plea"). The motif is obviously inspired by Roman love elegy. 
Since Ovid, Achilles and his slave girl named Briseis have been a couple.?? This 
explains Achilles’ wrath (ufjvtc, ira) as a kind of jealousy, because his beloved 
girl is taken away by Agamemnon. But even Ovid would not have imagined that 
the commander himself had fallen in love. Agamemnon is an extremely unsym- 
pathetic figure that is not capable of feeling love or any human emotion at all. 
This is clear from the fact that he is not moved even when his own people die 
from the disease. Agamemnon in love—this is an innovation by the IL poet, 
but one wonders if that was really a good idea. The author seems to have it in 
mind to modernize archaic Homeric culture, but in fact, the plot did not gain 
more plausibility by this invention. 

What we have in the first 12 lines, then, is not a word-by-word translation of 
the Greek original, but an interpretative, though close, adaptation.?? Some dif- 
ferences may be due to the constraints of metre (like the addition of mihi in 1 
or the omission of rtoAAà in 3, for example), but these are only small instances. 
Other changes are caused by a tendency to sharpen or rather radicalize the 
meaning of the original (like the characterization of Achilles as superbus in 1 
or the proleptic tristia funera instead of the “countless pains" in 2). An impor- 
tant divergence is the additional line that explains the elliptic aùòtoùç in 4. The 
heroes’ souls are sent to Hades, while “they themselves” are prey to dogs and 
birds. The Latin author paraphrases this "themselves" by “their lifeless corpses’, 
thus giving an explanation already found in ancient Homeric exegesis.?? The 
addition of ^with bones unburied" is redundant regarding content, but neces- 
sary to fill the line. Both Homer and the author of the 1L share the common 
belief (or rather: epic motif) that after death only the corpse is left on earth, 
while the soul descends into the Underworld. The Latin author, however, gives 
a fuller account of that motif, enriched with some dreadful details like the bod- 
ies torn to pieces by barking hounds and vultures, seemingly a tribute to Silver 
Age Zeitgeschmack. The main difference, however, is the introduction of the 
love theme into the plot of the first book, which is thus mingled with the wrath 
motif prevailing in Homer. Of course, love is nothing new to the Homeric epic 


28 Ovid, Epist. Her. 3 (Briseis to Achilles). Briseis calls Achilles her master and husband (5 
dominoque viroque). 

29 It seems, however, to be an overestimation of the poet's skills to speak of an “infedeltà 
programmatica": Broccia (1992) 81 et passim. 

30 Attested in the D-Scholia and in Aristonikos: see van Thiel (2014) 1, 44f. 


38 GLEI 


(think of Paris and Helen, and in a very different way, of Hector and Andro- 
mache, see below ch. 4), but Agamemnon in love is a very special, not to say 
somewhat burlesque figure. Moreover, we should be cautious not to overesti- 
mate the love theme in the 11: calling the whole poem “an erotic rereading of 
the Iliad"?! would go too far. For the moment, however, we stay for a while with 
Agamemnon and Achilles in love. 


Ch. 2: Composition and Intertextuality: The Chryses Episode 
(13-80) 


In Homer, as has been remarked, the reason for the disease is that Agamemnon 
“disregarded” (htiuacev, 11) the priest who had come to ransom his daughter. 
Both deliver a short speech, Chryses a respectful and pleading one, Agamem- 
non a harsh and scornful response. Consequently, the priest now addresses 
Apollo in a solemn prayer, and the god prepares himself for revenge: in a mag- 
nificent scene, Apollo is described descending from Mount Olympus, carrying 
the bow and the arrows that emit an eerie sound in the quiver, then sitting 
down besides the ships and shooting his evil missiles at the Greeks. Mules, dogs 
and men are hit by the plague, and the pyres smoke. In the 11, the core of the 
story is the same, but the details are quite different. In the beginning, Chryses is 
portrayed as a loving father, deeply depressed by the loss of his beloved daugh- 
ter. It is interesting that the love motif, already used to characterize Agamem- 
non, plays an important role again here. The sober description of Chryses in 
Homer is replaced by a highly emotional picture that provides insight into the 
priest's mind, just as we know it from Ovid's heroes and heroines. The speech 
of Chryses and the response of Agamemnon are not given verbatim in the IL, 
for it is mainly the complementary love motif that is introduced. While the 
father's love is true and sincere, Agamemnon's amor is labelled as ferus (“wild, 
uncontrolled”) and as a damnosa libido (“pernicious passion") (25f.) Chryses, 
however, falls victim to his passion, too. In Homer, his prayer to Apollo is a quite 
formal invocation adorned with many cult epithets. Only in the end does the 
priest modestly express his request for satisfaction. The Latin Chryses, on the 
contrary, heavily reproaches the god for not having helped him so far and iron- 
ically asks him to kill the ‘guilty’ father (41f. Ecce merentem fige patrem), since 
his daughter, being a slave girl and bedfellow of Agamemnon, had to pay for 
her father's sins. This way, the Latin author definitely exaggerates the role of 


31 Fantuzzi (2012) 174. 
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Chryses, a minor character in Homer used only as a marionette to provide a 
sound reason for the plague. On the other hand, the roles of Agamemnon and 
even of Apollo are downplayed here. Apollo is not allowed a grand entrance 
like in Homer; here the god simply shoots his arrows at the peoples. However, 
the images of death are much more impressive than in Homer, the author obvi- 
ously having learned from Senecan drama and/or Lucanian epic: vixque rogis 
superest tellus, vix ignibus aer, deerat ager tumulis (“there was hardly enough 
space for pyres, hardly enough air for fire, and there was no soil for mounds”). 
(a7f.) 

The following scene describing the quarrel between Achilles and Agamem- 
non has been shortened drastically by the Latin author. Except for a short 
statement by the seer Calchas, all speeches have been omitted completely. 
Moreover, the plot has been simplified. As in Homer, nine days after the begin- 
ning of the plague, Achilles (not Agamemnon, the commander!) summons the 
Greeks to an assembly. Calchas is asked to tell the reason for the disease, and he 
reveals that Chryses's daughter has to be given back to her father. Agamemnon 
refuses, but his angry speeches against Calchas and Achilles are only touched 
upon slightly in the IL. After a short while, Agamemnon is forced to yield and 
to set the girl free who was his "unwilling lover" (63 invitos amores). Never- 
theless, the girl is still called a virgin (64 intactam) which is not mentioned 
in Homer and which is not sound if we consider both warrior custom in gen- 
eral and Agamemnon’s fierce passion in particular. The Latin author is perhaps 
influenced here by the ancient novel which mostly presents female heroes (and 
sometimes male ones, too) who manage to preserve their virginity even among 
pirates, robbers and other villains. Be that as it may, the girl is sent back to 
her father on a ship under the command of Odysseus. In this scene, Homer 
simply uses one of the traditional epithets for Odysseus, moAvuytic (A 311, “pru- 
dent”). In the 1L (65), however, he is called cunctis notus Ulixes (“Ulysses, who 
is known to all"), which is a clear allusion to the famous Virgilian half-line sic 
notus Ulixes (Aen. 2, 44). This intertextual reference recalls the unfavourable 
image of Odysseus, the destroyer of Troy, in Roman literature. 

What follows is the abduction of Achilles' slave girl, Briseis. In Homer, this 
is only a material compensation for the loss of Chryseis, which was simply a 
question of honour and reputation. In the IL, on the contrary, Agamemnon, 
still burning with love (70 ardor) for his girl, mourns his “lost love” (71 amissos 
amores) like a betrayed lover (deceptus). Therefore, he wants to pay Achilles 
back in his own coin and takes his rival’s girl, thus “consoling his passion with 
another one" (73 solaturque suos alienis ignibus ignes). Achilles, in turn, is in 
love with Briseis (as we know from Ovid's epistle), and as a result, he intends to 
kill Agamemnon with his sword, only held back by Athena. This scene, placed 
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much earlier in Homer, is transposed to the end of the episode as the high point 
and climax of the whole narration. The scene ends with an auctorial comment 
on the evil power of love: without intervention of Athena, “blind passion would 
have brought an eternal blame to the Greek people" (79 f. turpem caecus amor 
famam liquisset in aevum gentibus Argolicis). Perhaps this also hints at Dido's 
lack of self-control, who killed herself for caecus amor and thus caused eternal 
misfortune for the Carthaginians. 

In sum, it is clear from the analysis given above that the Latin author has 
reworked the Chryses episode under the auspices of a love concept widespread 
in Roman literature.?? By a network of intertextual allusions, the author evokes 
common motifs of love tragedy (Virgil's Dido), love elegy (Ovid's Briseis and 
other heroines) and love romance. At least in this episode, the IL is by no means 
a translation or abbreviation of Homer, but a literary work in its own right.?? 


Ch. 3: Abbreviation and Depersonalization: Glaukos and Diomede 
(553-563) 


There are, however, Homeric scenes that cannot be called anything but blind 
abbreviations. The wonderful episode about the encounter of two enemies, 
who, in the course of a verbal contest, realize their guest-friendship and then 
decide not to fight each other anymore, is reduced to a poor notice of unrec- 
ognizable significance. One is inclined to say that it would have been better to 
omit the whole scene rather than to give such an empty account. 

In Homer, the great scene opens with a self-confident speech of Diomede 
boasting about his strength in battle, but at the same time being careful not 
to fight one of the immortals. Therefore, he asks his adversary to reveal his 
identity. Glaukos begins with a philosophical reflection concerning the tran- 
sitoriness of human beings and the emptiness of glory, but then provides a 
very thorough description of his lineage. This is not without a comical effect of 
course, and it seems that Homeris mocking a common feature of his own genre. 
Glaukos tells a very long story, which mainly deals with the adventures of his 
grandfather Bellerophon. The episode is highly important for several reasons 
that cannot concern us here.?* When Diomede recognizes that his own grand- 
father Oineus once hosted Bellerophon, he is happy to have found a friend 


32 See also the reworking of the Paris and Helen figures discussed in Ripoll (2000), Gartner 
(2007) and Koll (2011). 

33 This is what scholars often emphasized, cf. recently Stroia (2007). 

34 Itis the only passage where written letters are mentioned: see my considerations in Glei 
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in the middle of the battlefield. Both warriors descend from their chariots, 
join hands and exchange their armour; the ‘material’ poet does not forget to 
mention with tongue in cheek that Glaukos must have been blind, because he 
changed his golden weapons for bronze ones, a value of a hundred heads of 
cattle against nine. 

This amazing story, which is almost 120 lines long (Z 119-236), has been 
reduced in the IL to u lines. Glaukos meets Diomede in battle and prepares 
to attack him. The latter warns him that it would be an unequal fight, for he 
wounded even Venus and Mars, and then unexpectedly adds: "What you see 
here, are a host's weapons!” (559 Hospitis arma vides). After this short speech, 
both heroes, who have completely lost their distinctive personalities in the IL, 
exchange armour and leave the battlefield. The readers of the Latin version 
are left with a puzzle, for they cannot understand the strange behaviour of the 
protagonists, unless they are well versed in Homer. But why should anyone read 
the IL, who is able to read or has already read the original? Reitz properly argued 
that the IL was a work "for readers in a hurry*?? who did not know Homer and 
had no time (or no ability) to read him. The Glaukos-Diomede episode in the IL, 
however, does not allow readers to gain even a superficial impression of what 
is told in Homer. There is no apology for such a bad adaption. 


Ch. 4: Simplification and De-emotionalizing: Hector and 
Andromache (564-574) 


The same holds true for the following n-line-episode which gives a poor sum- 
mary of the touching scene where Hector says farewell to his beloved wife 
Andromache and his son Astyanax (Z 390—496). In all of history there has never 
been a reader who has not wept and laughed together with Andromache (z 484 
Saxpudev yeAcouoa), when baby Astyanax cries out seeing the fierce helmet of 
his father and then is kissed and caressed by him. No doubt, this is the most 
emotionalized scene in Homer: far from being kitschy, it moves and touches 
every human being. The scene is reported 'correctly' in the IL, but the poet was 
notable to arouse the same emotional effect. Like in Homer, when Hector picks 
up his son, the baby becomes afraid of the helmet. Hector takes it off, embraces 
his son and prays to Zeus. So why do we read this without any engagement? 


(2013)167-169. Another important motif is the story of Proitos's wife, who acts like Potifar's 
wife in the Bible (Gen. 39, 7 ff.). 
35 Reitz (2007): "für eilige Leser". 
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The crucial point is that Andromache is offstage here.?6 In Homer, she is 
the emotional centre of the scene, not (only) because of her role as wife and 
mother, but mainly because of her own deep feelings, along with the rhetorical 
ability to express them. Hector is her husband and, as she freely calls him, 
potent bedfellow (Z 430 6eXepóc mapaxottys), but at the same time, she adds: 
“Hector, to me you are father and mother as well as brother" (z 429f.). Hector 
is all in one, and there is no stronger expression of love ever heard. The poet— 
as well as the reader—thus assumes the perspective of Andromache. In the 
IL, by contrast, there is no character with whom the reader may identify or on 
whom to project his emotions. Virgil was prudent enough not to imitate this 
scene (and created an emotional centre of his own, i.e. Dido), and even Ovid, 
the master of women's psychology, was wary of portraying this dream couple.?" 
The poet of the IL, in his naiveté, probably did not want to leave out the famous 
scene, unaware of the sheer impossibility of simplifying and shortening that 
episode. 


Ch. 5: Romanization and Formalization: Republican Institutions 
(875-879 and 136-140) 


The Latin Homer has modelled his shield description on Virgil. We do not 
see Hephaistos at work, but Thetis simply brings the finished product to her 
son. Achilles, like Aeneas in the Aeneid, scrutinizes this extraordinary work of 
craftsmanship. Regarding the scenes depicted on the shield, we do not find, 
however, a lesson in Roman history as seen by an ignorant spectator,® but 
rather an abbreviated version of the Homeric ecphrasis, notwithstanding a 
few Roman elements interspersed. After the description of sky and sea, earth 
becomes the most important part of the work. It is portrayed with its woods 
(including monstrous animals), rivers and mountains, and also villages, “where 
people compete in practicing law and administering age-old justice” (877f. 
in quibus exercent leges annosaque iura certantes populi). In Homer, there are 
people discussing a legal issue, too, but it is a vivid, almost tumultuous scene, 
not a formal trial. The whole community is involved there, and people side 


36 This is explained by Koll (2011) as a behaviour typical of a Roman matron, who is not 
present in public; the stage set, however, is a private meeting, not an official entrance. 

37 Andromache is not even mentioned by name in the Metamorphoses, and no letter of 
Andromache to Hector is extant. There is, however, an imitation of the famous Homeric 
line quoted above (z 429 f.) in the Epistle of Briseis: 52 tu dominus, tu vir, tu mihi frater eras. 

38 Cf. Virgil, Aen. 8, 730: miratur rerumque ignarus imagine gaudet. 
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with or against one of the opponents. In the IL, on the contrary, it seems that 
people are used to going to court, bringing actions against each other as an end 
in itself since ancient times. It goes without saying that Roman writers often 
made fun of their compatriots, who are always going to court.?? Seemingly, 
there is a slight irony here, too. The judge, on the other hand, is depicted as an 
impartial, objective institution, not as a human individual moved by emotions: 
"the judge presiding in his place is impartial towards both sides, and decides 
the quarrel with a serene face" (878f. sedet illic aequus utrisque iudex et litem 
discernit fronte serena). This is the idealized picture of Roman jurisdiction, 
praised, for example, in the figures of Cato and others.^? 

A contradictory character is introduced in an assembly scene from Iliad B. 
When the soldiers are encouraged by Agamemnon and other leaders to resume 
the battle, Thersites intervenes. As in Homer, he is called "the ugliest man 
who came to Troy and whose tongue was the most outrageous" (136f. quo non 
deformior alter venerat ad Troiam nec lingua protervior ulli). In Homer, however, 
he is, in a way, the spokesperson of the common man (and of the modern 
reader as well), blaming Agamemnon for egoism and Achilles for limpness. The 
reason why he is rebuked by Odysseus is that Homer's aristocratic public did 
not tolerate a subject speaking against the kings. In the IL, the long speeches of 
Thersites and Odysseus are not reported in full, but reduced only to Thersites's 
suggestion to end the war and go home. This would of course be contrary to 
the logic of an epic plot. Defiant Thersites challenging the nobles might well 
have reminded a Roman reader of a tribune like Clodius, heavily opposed by 
Cicero. Cicero in turn may perhaps be seen in the character of Odysseus who is 
called “famous for his good pieces of advice" here (139 consiliis illustris Ulixes). 
In Neronian times, memory of the late republic and its figures was still alive, so 
the author could confidently allude to such standard examples. 


Ch. 6: Dynastic and Panegyric Features: The Role of Aeneas and 
Nero (895-902) 


Despite Republican reminiscences, the author is a child of his own times. This 
is shown by the scene following directly after the description of the shield, 
when Achilles meets Aeneas in combat. As in Homer it is an unequal fight, and 


39 It may suffice to remember Cicero's remarks on the "laws concerning rain spouts or 
property walls" (Leg. 1, 14 de stillicidiorum ac de parietum iure). 
40  SeeVirgil, Aen. 8, 670 dantem iura Catonem, and Regulus’ portrait in Horace, c. 3, 5, 50ff. 
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Aeneas would have died if he had not been saved by the gods (in this case, it is 
Neptune). It is Aeneas's fate to escape and to continue the line once founded 
by Dardanus, son of Zeus (v 302-304). As we know from Virgil, this line leads 
to Augustus, and the author of the 1L takes up the thread and spins it further 
to his own lifetime, which is, as has been argued, still at the time of the Julio- 
Claudian dynasty. Aeneas was saved, the author says, "to build, as a refugee, a 
new Troy in the blessed fields (of Latium) and to raise the Augustan line up 
to the bright shining stars” (goof. ut profugus laetis Troiam repararet in arvis 
Augustumque genus claris submitteret astris). Writing under the reign of Nero, 
the poet deliberately mentions the apotheosis of the Augustan family (in fact, 
it was only Augustus and Claudius, who had been deified), obviously promising 
the same honour to the present Emperor. As scholars have pointed out, Nero 
himself is portrayed on the shield as Apollo playing the lyre (882 f.),42 a picture 
that surely was appreciated by the would-be poet. Apollo is head of the Muses 
who sing the Paean, i.e. a panegyric song to Apollo; this group is called Pieridum 
cohors (1067) in the epilogue. This corresponds, if we follow the suggestion of 
Schubert, to the mesostich PIERIS in the proem.^? The poet, then, calls himself 
a Muse belonging to the inner circle of poets surrounding Nero. It is possible 
that he later fell victim to Nero’s jealousy, especially because the Emperor 
composed his own Trojan poem. As already argued in the introduction, there 
is no convincing argument that our Italic Muse was a mediocre political figure 
under the Flavians. On the other hand, we can think of other possibilities: 
maybe the poet was clever enough to avoid any suspicion and thus managed 
to survive the Neronian age, although we do not know anything about his later 
career.^^ 

What remains to be done is to give a comment on the mysterious diva 
poesis of line 890. This "goddess of poetry" neither fits into the metre nor 
into the context here, since "the others sitting around" (890 reliquae circaque 
sedebant) are named Clotho and Lachesis. Therefore, the missing goddess must 
be Atropos. It is unclear, however, why the three Parcae are mentioned here 
and what their relationship to Mars is, who "stood in the very centre, golden 
in his armour” (889 Haec inter mediis stabat Mars aureus armis). In Homer 


41 With the word profugus, the author clearly alludes to the beginning of the Aeneid (1, 2), 
and the /aeta arva recall Creusa's description of Latium in Aen. 2, 781—783. The variant 
armis (instead of arvis) transmitted by the majority of mss. is defended by Grillone (1991), 
341, but his arguments are not convincing. 

42 See, among others, Scaffai (71997) ad loc. 

43 X Schubert (1999); see above, introduction. 

44  Seealso below, conclusion. 
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and Virgil, the Parcae are not shown on the shield, and a connection with 
Mars is otherwise unknown.*> Moreover, it seems strange that Mars is standing 
in the middle of a peaceful rural landscape, where farmers are ploughing or 
harvesting, pressing wine or shearing sheep. Even more strange is that the 
warrior god surrounded by the inexorable goddesses of death should be located 
in the very centre of the shield. One remembers that, in Virgil, the central 
scene celebrates the glorious victory of Actium and Augustus’s triple triumph. 
Perhaps the text is much more corrupt here than editors have suggested.*6 


Ch. 7: Cosmological Amplification: The Harmony of Spheres 
(880-884) 


Beyond panegyrics, one should consider that there is a cosmological significa- 
tion of the shield already in Homer. In the beginning, the Latin author only 
mentions the stars and the alternation of day and night, as well as the lunar 
phases, in a general way, but without further details. At least, it should be 
remarked that he is aware of the identity of Lucifer and Hesperus, i.e. Venus 
(868 Lucifer unde suis, unde Hesperus unus uterque exoreretur equis), which is 
not a matter of course for a Roman poet. However, 'real' astronomy is not what 
we are concerned with here. In the context of Nero's portrait as Apollo lyri- 
cus, it is said that he plays the lyre, which is tuned to resound in seven lovely 
tones (883 septemque modis modulatur amoenis).^" This is not surprising, but 
the point is that the tuning of the lyre is compared to the sound of the universe: 
“they (i.e. the seven tones) build a symphony that resembles the motion of the 
world" (884 carmina componunt mundi resonantia motum). This is of course the 
Pythagorean harmony of spheres, which has been known even in Rome atleast 
since Cicero's famous account in his Somnium Scipionis: the seven tones of the 
octave correspond to the sounds emitted by the seven spheres of the planets 
rotating around earth, which is in the centre of the universe.^? The slower the 


45 The passage in the Aspis of Ps.-Hesiod (258—263), where the three Moirai are mentioned, 
is expunged by most editors. 

46  Scaffai (71997) ad loc. sets only cruces to «quem diva poesis reliquae+. 

47 The text is problematic here: In the manuscripts, the passage runs like this: ille ... pollice 
chordas percurrit septemque modos modulatur avenis, which makes no sense (“He plays the 
strings with his thumb and plays the seven tones with the panpipes"). Therefore, avenis 
has been emended to amenis, which requires the ablative modis. The text constitution 
remains, however, uncertain. 

48 Cicero, Rep. 6, 21-23. For an explanation of this concept, see Glei (1991). 
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speed of the planet, the lower the tone: the order is (from the inner to the outer 
planets) Moon, Mercury, Venus, Sun, Mars, Jupiter, Saturn, and this Harmonice 
Mundi was still an issue in Kepler's discovery of his third law.?? In the IL, the 
cosmic harmony is of course a model of Nero's reign on earth.*° It is also for 
that reason that the central piece of the shield cannot be an image of war and 
death. 


Ch. 8: Historical and Political Insinuations: Ransom and Burial of 
Hector (1015-1062) 


The story of old Priam leaving the walls of Troy and going into the camp 
of Achilles to ransom Hector's body for burial is one of the most impressive 
episodes in Homer. Being the end of the Iliad, it is not only a narrative and 
emotional highlight, but also a forceful statement of peace and reconciliation 
finishing an epic of war. In the IL, this central message has almost faded, 
replaced by some new and different thoughts. The description of Priam's way 
into the camp has been considerably shortened, but, as a kind of compensation, 
the old man is allowed to give a very long speech (indeed 15 lines, which 
would correspond to some 250 lines of the original, given the same ratio 
used in the whole poem). He begs for Hector's body, not for his own life, 
and if Achilles is not willing to ransom the corpse, he then only wishes to 
follow him into death. In Homer, Priam manages to touch Achilles's heart by 
reminding him of his aged father, Peleus. Thinking of his own father, Achilles 
suddenly changes perspectives and takes Priam's view of things. This means 
that to Achilles, Hector is no longer the hated enemy who killed Patroclus, his 
beloved friend,?! but a dead son mourned by his father. Therefore, Achilles 
allows Priam to take the body with him. This change of perspectives seems 
to be present in Priam's Latin speech, too, although somewhat distorted. He 
says: "Have mercy upon the father, and learn to be a father, being lenient with 
my body" (1038f. Miserere parentis et pater esse meo mitis de corpore disce). 
"Learn to be a father", this means that Achilles should put himself in a father's 
position to understand Priam’s feelings, and this is exactly what Achilles does 
in Homer. The argumentation is sound so far. The rest of the sentence, however, 
is strange. There is no reason why Achilles should be lenient with Priam's body: 


49 See Diederich (2014), 97-123. 

50 This was observed by Scheda (1966). 

51  Ontherelationship between Achilles and Patroclus, which resembles the couple of Aene- 
as and Pallas in the Aeneid, see Polymerakis (2004). 
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in the context of the scene, the Latin corpus is always used to refer to a dead 
body? and the only body in question is of course Hector's (cf., for example, 
1044f. corpus exsangue ... Hectoreum), not Priam’s.>? Therefore, meo is definitely 
corrupt, and instead we need a pronoun referring to Hector's body. This might 
be huius or, more probably, illo or isto. 

A significant pattern in the IL is that Hector's death marks a turning point in 
the Trojan war. Homer's Iliad tells a story, which is, remarkably enough, com- 
pletely irrelevant to the 'historical' events. Achilles's quarrel with Agamemnon, 
his wrath, and the deaths of Patroclus and Hector do not play any role in con- 
quering Troy. It is Odysseus's idea of the Wooden Horse alone that brings down 
Troy, which is only told in the post-Iliadic epic cycle and adopted by Virgil. 
In the IL, however, Hector's death symbolizes the end of Troy. This is clearly 
expressed both by the narrator (1019f. Ruit omnis in uno Hectore causa Phrygum 
"The fate of Troy as a whole is ruined by the death of only one man, Hector") and 
by Priam himself (1040f. Hectoris interitu vicisti Dardana regna, vicisti Priamum 
"Through Hector's death, you have vanquished the kingdom of Troy, you have 
vanquished Priam"). This interpretation, which adds a historical significance 
to the IL, probably results from the author's attempt to rival the Aeneid: the 
burning of Troy described in Virgil's epic is anticipated in the burning of Hec- 
tor's pyre: “since by this flame, Troy burned" (1056 ardebat flamma namque Ilion 
illa). Yt also cannot be excluded that the author wants to allude to Nero's own 
poem Halosis Ilii ("Conquest of Troy"), which, according to Suetonius, Nero per- 
formed during the disastrous burning of Rome in July 64.54 If the poet of the IL 
intended to allude to Nero (the form Ilion is used only here and in line 153), the 
reference is quite ambivalent as it may be an adulatory address to Nero just as 
well as a sarcastic comment on the Emperor's pathological madness. 

Moreover, there are other insinuations, too. At the end of his speech, Priam 
utters a prophetical warning that seems almost a formal memento mori to the 
successful emperor: *Remember that also the victor is subject to human fate, 
and think of the various misfortunes that may strike the powerful!" (1041f. sortis 
reminiscere victor humanae variosque ducum tu respice casus). Admittedly, this 
isa commonplace to the Roman reader, but it again provides a certain patriotic 
note. 


52 Therefore, the explanation given by Scaffai (?1997) ad loc., that meo de corpore signified 
either de me or de filio meo, is quite absurd. 

53 Remember that Priam was slaughtered only long after Achilles's death. In the Aeneid, his 
beheaded torso lies at the shore of Troy (Aen. 2, 557f.), but this scene cannot be relevant 
here. 

54 Suetonius, Nero 38, 2. 
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A kind of philosophical reasoning, as it seems, is found in the very end of 
the 1L. While the pyre is still burning, Hector's wife Andromache wants to 
throw herself into the flames in order to die with her husband. This scene is 
not taken from Homer, but from Virgil, where Dido actually dies on the pyre 
erected to burn Aeneas’s relics (which are, however, part of a pretend voodoo 
ritual). Andromache is restrained by her handmaid,® until the pyre has burned 
down completely and until “that great warrior has turned into volatile ashes" 
(1062 inque leves abiit tantus dux ille favillas). These are the poet's last words 
about Hector: only the epilogue is left, where he tells us that he has reached 
the "finishing post of mighty Homer" (1066 metamque potentis Homeri) and 
that his mission is now accomplished (1070 cursu vatis iam ... peracto).96 In 
Homer, on the contrary, the story goes on. The Trojans extinguish the fire and 
collect the bones of Hector into a golden urn, which is buried in a tomb, covered 
with a mound. After the burial, they go into Priam's palace for the funeral meal. 
Thereafter, as it is known, the epic cycle goes on, and Penthesilea appears.>” 

What remains of Hector in the IL is nothing more than a sorry heap of ashes, 
gone with the wind. Is that an Epicurean point of view, the ashes being a poetic 
symbol of the atoms, into which the body is resolved? This is hardly credible. In 
the first lines of the IL, the poet follows the Homeric distinction between body 
(which is consumed by animals or, as in the case of Hector, by flames) and soul 
(which goes into Hades). At the end of his epic, the poet does not speak of the 
soul anymore. Is it resolved into atoms, too, as Epicurus taught it? Definitely, the 
poet says that tantus dux ille, i.e. the personality of Hector as a whole, is turned 
to ashes, notonly his mortal remains. There are no other traces of Epicureanism 
in the IL, however. It seems judicious to look for different reasons why there is 
not only no memorial, but even no memory of Hector in the end. 


Conclusion 


Undoubtedly, the 1L ends on a pessimistic note, which, in a way, counterbal- 
ances the panegyric tendencies that dominated the description of the shield. 
At this point, the reader of this essay might have a sense of déjà vu (or more 


55 On the constitution of the text, see Grillone (1991), 337 f. The variants are, however, not 
relevant in the context of our discussion here. 

56 On the naval metaphor and its significance in the recusatio context, see Polymerakis 
(2010). 

57 Remember that the very last word of the Iliad (inmodduo10) is replaced in some later 
manuscripts by 56e 8 Aya, thus introducing the next episode of the cycle. 
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precisely: déjà lu): “a pessimistic note in the final scene, opposite to the pan- 
egyrics of the shield"—haven't we read this so many times referring to Virgil's 
Aeneid?58 Despite Hector's death, there is an optimistic or at least conciliatory 
ending in Homer. So why a pessimistic and sobering ending here, if not to imi- 
tate and to rival Virgil? 

When Nero's reign had turned into a cruel tyranny, Lucan wrote an anti- 
Virgilian epic that was an Umwertung aller Werte of the Augustan ideology, the 
Pharsalia propagating no less than the senselessness of history. This program 
was only meagrely concealed by an exaggerated panegyric passage praising 
Nero, which could not be understood as anything but ironical.5? The poet of 
the IL used a more subtle way (and perhaps a more successful one, if he really 
outlived the tyrant) by ‘epitomizing’ Homer and imitating Virgil at the same 
time. As we have seen, the poet takes the Virgilian, not the Homeric shield to 
elevate the Julio-Claudian dynasty, and in the very end, he evokes a Virgilian 
model to describe Hector's pyre.9? To everyone who was able to (or wanted 
to) hear a second voice it was obvious that the ending note of pessimism 
resembled a Virgilian feature, thus downplaying the imperial voice. However, 
even an extremely suspicious person like Nero had no hold on the poet, as 
the IL seemed to be only a Latin version of Homer. Despite its shortcomings 
regarding narratology and emotional value, the 1L can thus be seen as a Roman 
continuation of the Iliad following in Virgil's footsteps, though his shoes prove 
too large to fill. 
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Triphiodorus’ The Sack of Troy and Colluthus’ The 
Rape of Helen: A Sequel and a Prequel from Late 
Antiquity 


Orestis Karavas 


Late Antiquity is often thought of by scholars as “a world of poetry”! The sur- 
vival of many texts such as encomia in verse and Patria, histories of cities 
(Pamprepius of Panopolis, Paul the Silentiary, Christodorus of Coptos, Olym- 
piodorus of Thebes, Cyrus of Panopolis, John of Gaza, Dioscorus of Aphrodito, 
George of Pisidy), historical epics in Homeric style (Olympiodorus’ of Thebes 
Blemmyomachy, Pamprepius’ Isaurica, Triphiodorus’ Marathoniaca), didactic 
poems (Dionysius Periegetes, Oppian of Apamea, Oppian of Cilicia, Marcel- 
lus of Sida, the Orphic Lithica, Manetho's Apotelesmatica), hymns (Synesius 
of Cyrene, Gregory of Nazianzus, Proclus, Romanos the Melode, the Orphic 
Hymns), innumerable epigrams (Strato, Balbilla, Rufinus, Agathias, Palladas, 
and many anonymous epigrammatists of the Palatine and the Planudean An- 
thology), even iambic and lyric poems (Babrius, Helladius, Marianus, Meso- 
medes, Anacreontica) prove it. Nevertheless, the revival of the mythological 
epic poetry in Upper Egypt during the first centuries of the Byzantine era is 
of great importance in our study. Apart from the titles which have come down 
to us (Bassarika and On Ariadna by Soterichus Oasites, Heroic Theogamies by 
Pisander of Laranda, The Story of Hippodamea by Triphiodorus, Calydoniaca by 
Colluthus and by Soterichus), there are fortunately quite a few representative 
texts of that literary fashion: Nonnus’ Dionysiaca, Quintus’ of Smyrna Posthome- 
rica, Triphiodorus’ The Sack of Troy, Musaeus’ Hero and Leander, Colluthus’ The 
Rape of Helen, and the Orphic Argonautica. 

The poets of that time sought to find a way to engrave their names on the 
wall of immortality through their works. One way of achieving this was by 
“filling the gaps” Homer left in his poems,” or continuing through them the 
stories he started. The most popular kind of Homeric continuation was the 
Posthomerica, a superb example of which are the 9,000 verses of Quintus of 
Smyrna.? In this chapter I will explore the epic imitations, inspirations and 


1 Alsina (1972); Garzya (1987-1988); Miguélez Cavero (2008) 3-105; Agosti (2012) 362-370. 
2 Jeffreys (2006) 132; Kim (2010) 179-181 and nn. 10-14. 
3 Kim (2010) 15-16; Tomasso (2012) 396, 402. 
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continuations of two epyllia^ written in the Egyptian Thebaid between the 3rd 
and 6th centuries AD: Triphiodorus’ The Sack of Troy and Colluthus’ The Rape of 
Helen. Both poets draw their inspiration not only from the Homeric poems, but 
also from other epic poetry of the Hellenistic and the Imperial eras. First, I will 
discuss their objectives behind their choice of subject and second, I will study 
their language and motifs, in order to understand how they discover, re-work 
or adapt elements from past literature. Homer was not only the sublime model 
for every Greek poet, but also a source of innumerable stories.5 The challenge 
for later epic poets lay in creating something original out of Homeric material. 
Triphiodorus and Colluthus seek to do precisely this, and, judging from the later 
appeal of their poems, we can see that they succeeded in their objective. 


Triphiodorus 


Triphiodorus (3rd century AD) was a contemporary of Quintus and left us a 
short poem of 691 hexameters, entitled The Sack of Troy (‘AAwats Afov). Among 
other poems he had composed a Lipogrammatic Odyssey—continuing the 
grammatical games Nestor of Laranda had started with his Lipogrammatic 
Iliad —and also a Paraphrase of Homer's comparisons. Both works are now lost.® 
With The Sack of Troy Triphiodorus continues the Iliad in a different way to 
that of classical tragedy, Virgil, and Quintus:? he focuses on a specific episode, 
namely, the moment of Troy's fall, but is uninterested in what happened to 
Homer's Greek heroes. 

The poem begins with the key-word cépyo— "end" of the war, just as the 
Iliad begins with the ufjvt;— "rage" of Achilles. In the five-line proem, all the 
main subjects that will be dealt with in the poem are touched upon:? the poet 
asks Calliope, the patron Muse of epic poetry, to assist him and tell him about 


4 Onancient émbMtov see Hollis (2006); Baumbach and Bar (2012b) 1x-xi11; Tomasso (2012) 
378-385. 

5 Kim (2010) 174: "Homer's legacy to the Imperial world resides not in his role as cultural icon, 
ambassador of Hellenism, or historiographical recorder of the glorious deeds of the Greek 
heroic age, but in his capacity as a storyteller, a creator of fictions that have become so 
powerful that they possess a certain reality of their own, even though they are acknowledged 
as invented." 

6 For Triphiodorus’ lost works see Tomasso (2012) 404—408; Miguélez Cavero (2013) 6-8. 

7 Miguélez Cavero (2013) 58-61 (Triphiodorus and Tragedy), 64-70 (Triphiodorus and Virgil); 
Tomasso (2012) 381-382, 395-404 (Triphiodorus and Quintus of Smyrna). 

8 Montes Cala (1989); Brioso Sánchez (1996) 110-112; Tomasso (2012) 385-390. 
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the “long delayed end of the laborious war”? (tépa moàvxuńtoio petaypóviov 
ToÀÉyoto; tépa corresponds to lines 40-56 of the poem), the “ambush” that 
led towards the ending of the war (Aóyov, i.e. the wooden horse, lines 57-505) 
and “the ancient strife of men" (dpyainv £ptv dvdpav, the final nocturnal battle, 
lines 506—691). The proem is composed according to the Homeric style, lan- 
guage and expression. Triphiodorus uses an Iliadic sports image as his pattern,!° 
and makes a subtle allusion to it by the words pot omeddovtt—“in my haste" (cf. 
Il. 23.767: onevdovtt) and téppa (cf. Il. 23.757: tepyat’).! The poet states at the 
very beginning that, in his poem, he will make use of an extract of the Trojan 
legend, by Calliope's intercession. 

Right after the short proem, Triphiodorus summarizes, in a succession of 
thirty-four hexameters, some episodes of the war that preceded the construc- 
tion of the Trojan horse and the fall of Troy, including a list of the most cel- 
ebrated dead warriors of both parties. This is a passage of transition in the 
Homeric style! it begins with “already the tenth year was rolling on" (hòn u£v 
dexctoto xvAtv8opévou Avxdßavtoç, line 6), which is an obvious reference to Il. 
2.134: "already have nine years of great Zeus gone by" (évvéa dy Beßdacı Aids 
ueydAou eviautoi).4 Some of these incidents, like the burials of Patroclus and 
Antilochus, and the deaths of Rhesus and Sarpedon, were described in the 
Iliad. With this resumé, Triphiodorus integrates Iliadic material into his poem 
and converts it into a sequel to the Homeric one.!6 If there weren't a proem in 
the Sack of Troy, one could dare say that Triphiodorus felt like he had composed 
the twenty-fifth book of the Iliad. 

The following lines contain a general picture of the first nine years of the 
Trojan War. They basically comprise verbs which indicate fatigue and death, 
and nouns that describe the armour of the combatants (lines 8-13): 


9 The Greek text is of Gerlaud (1982) and the English translation of Mair (1928). 

10 Montes Cala (1989) 26-27. 

11 According to Gerlaud (1982) 103, although the word tépya is Homeric, Triphiodorus uses 
it in a post-Homeric sense. 

12 Montes Cala (1989) 31. 

13 In the words of Brioso Sánchez (1996) 111. See also Tomasso (2012) 381, n. 37; Miguélez 
Cavero (2013) 27: "Triph. designs his narrator with the Homeric one in mind.” 

14 Miguélez Cavero (2013) 52, n. 81, 135. The English translation is of Murray (1924). 

15 Cuartero (1988) 23, n. 44, 79, nn. 10, 13, 14; Miguélez Cavero (2013) 47, nn. 47-49. 

16 See the very important thoughts of Tomasso (2012) 395-397. 

17 Tomasso (2012) 403: "The plan of Zeus is not fulfilled by the end of the Iliad, since the war 
has not ended; this does, however, happen at the end of the Capture of Troy. In this way, 
Triphiororus' poem is the ultimate fulfillment of Iliadic events." See also Miguélez Cavero 
(2013) n. 
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evarpoLeve Ò’ dpa PwTav 
Sobvpata xexuhxer Eupéov 8 Ebvycxov aretha, 
aPevvuto Bwphxwv vorh, utvüOsoxs ð’ £u] 
appovin oet pepecoaxewy TEACLLWVOY, 
comtdes ÙX AVÉXOVTO Levey Ett GoOTtov dxdvtwy, 
Abeto xaymbAa tóta, xatéppeov wees lol. 


With slaying of men the spears were weary, the menace of the swords 
died, quenched was the din of breastplate, rent and perishing the coiled 
fabric of shield-carrying baldrics; the shield endured no more to abide the 
hurtling of javelins, unstrung was the bent bow, the swift arrows decayed. 


Right after this schematic degeneration of the war, Triphiodorus devotes three 
lines to the sorrow of the horses for their dead charioteers. The image of 
Achilles’ horses mourning the dead Patroclus in Il. 17.426—462 can be easily 
recalled. The last part of this summary?? consists of the description of the death 
or the burial of some of the most illustrious heroes of the war, both Greeks 
and Trojans. However, not all of these events occur in the Iliad: the death 
of Achilles, of Antilochus and of Memnon is mentioned only in the Odyssey 
(11.467—540, 3.111-112, and 11.522 respectively), and so is Ajax’ suicide (Od. 11.543- 
567). Rhesus’, Sarpedon's and Hector's deaths are fully described in the Iliad, 
but we cannot say the same thing about Penthesileia's death.!9 The leader of 
the Amazons came as an ally to the Trojans just after Hector’s death and was 
killed by Achilles. Nevertheless, she is not at all mentioned by Homer. It is then 
evident that Triphiodorus draws Homeric material from both poems, but only 
the Iliadic and post-Iliadic events that are useful to his story.?° 

Troy may still be standing— due to its walls which were constructed by 
Apollo and Poseidon— but will fall very soon, since Helenus' prophecies have 
now been fulfilled: Neoptolemus, Achilles' son, is here, and the Palladium, 
Athena's wooden statue, is stolen from its temple in Troy. Athena helps (and 
will keep helping) the Greeks in different ways: she is the god who inspired 
Epeius to build the wooden horse.?! Homeric references to the Trojan horse 
are not only found in the Odyssey (4.266—289, 8.492—520, 11.523-532), as it is 
well-known and documented; recent work indicates allusions to the wooden 


18 Miguélez Cavero (2013) 138 calls it “a reminder more than a proper summary.’ 
19 Cuartero (1988) 23-24, n. 45. 

20 Tomasso (2012) 392. 

21 This information belongs to Homer, too (Od. 8.492—493). 
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horse in the Iliad, too (23.689-691, 24.778—779, 24.804)? The construction 
of the Trojan horse covers the next section of the poem (lines 57-107). It 
is Triphiodorus' first opportunity to show his rhetorical skills by composing 
a splendid ekphrasis of the wooden statue based not only on the Homeric 
description of Achilles’ shield (Il. 18.468—608), but also on the construction of 
Odysseus' raft (Od. 5.243-261).7? The poet makes a short reference to Phereclus, 
who built the ships that brought Paris to Sparta, and carried Helen to Troy. 
Those ships (nýpatoç àpyYiy— "the beginning of woe") were built of the same 
material as the Trojan horse (the beginning of the end)—the wood of the trees 
from Mount Ida. 

Once the horse was erected, the Greeks deliberated in order to decide which 
warriors would go in it. The first speech of the poem was made by Odysseus, 
who resembles more his Iliadic persona than his Odyssean one.”* In the same 
way as in Il. 2.278—282, Athena inspires him before he starts to speak. Odysseus 
encourages the soldiers by reminding them what happened in Aulis, when a 
snake swallowed a sparrow with its eight chicks, and Calchas interpreted that 
sign by saying that the war would last nine years and that Troy would fall during 
the tenth (Il. 2.302-329). Without hesitation, twenty-three Greek leaders stand 
up. However, not all of them appear in the Iliad: Odysseus, Menelaus, Anticlus 
and Diomedes are—according to Od. 4.280-286—among the warriors who 
were into the horse, but there is not a single Homeric reference to Cyanippus, 
the king of Argos, for example.*5 Triphiodorus uses Iliadic scenes of men 
undertaking a task voluntarily? and although he is interested in the Homeric 
past of his heroes, his primary concern is that his work sound Homeric.?’ He 
employs easily recognizable Homeric similes, as he compares Neoptolemus to 
a horse (lines 154—156; Paris and Hector are compared to horses in Il. 6.506—5n 
and 15.263-268, respectively), or the hidden volunteers to beasts awaiting in a 
cave.?? He also uses Homeric formulae such as NeontoAeuos 8eociðýç or Tudetdn¢ 
Atoundyg (lines 153 and 157). Inside the horse, Athena feeds the warriors with 
ambrosia, just like she did with Achilles in IL 19.352—354. 


22 Mackie (2013) 9-10 and n. 24. 

23 Miguélez Cavero (2008) 146, 296—298, 381. 

24 Cf. Il. 3.216-223. Orsini (1974) 5-10; Miguélez Cavero (2013) 19 and n. 45, 32. 

25 Miguélez Cavero (2013) 210-211, 214-226. 

26 Miguélez Cavero (2013) 213 indicates that these scenes are in Il. 7161-168, 23.287-301, 
23.708—709, 23.811—-812, 23.836—838, 23.859-860. 

27 Miguélez Cavero (2013) 81, 212-213. 

28 Miguélez Cavero (2013) 228. 
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The Greek leaders are now inside the wooden horse and the door is closed. 
Agamemnon gives orders to pull down the wall which surrounds it, set fire to 
the camp and sail to Tenedos, in order to wait there for the signal. This is the 
starting point of Demodocus' song: in Od. 8.492—495, Odysseus asks the poet 
Demodocus to "sing of the building of the horse of wood, which Epeius made 
with Athena's help, the horse which once Odysseus led up into the citadel as 
a thing of guile, when he had filled it with the men who sacked Ilios” (4X dye 
dy petna: xod trnov xdcpov detaov / Sovpateov, Tov 'Ertetóc &roítvjoev adv AOvvn, 
| 6v not’ éc àxpónoùv 86Xov Hyaye Stog "Odvacets, / dvdpav eumAnjoas ot "TAtov 
eEarc&maEav). Demodocus does as asked: 


Qc pad’, 6 8’ dpunfels Oeod dipyexo, matve Ò dordyy, 
EvOev EAWV WE ol LEV EVTTEALWV ETL NOV 

Bavtes ànénàciov, mde Ev xAtatyot Baddvtes, 
‘Apyetot, xoi Ò Hoy &yaxAutov dug’ 'O8vofja 

Hav’ evi Towwv ctyopf) KexaAvpmevol int. 


The minstrel, moved by the god, began, and let his song be heard, taking 
up the tale where the Argives had embarked on their benched ships and 
were sailing away, after casting fire on their huts, while those others led 
by glorious Odysseus were now sitting in the place of assembly of the 
Trojans, hidden in the horse.?? 

Od. 8.499-503 


Triphiodorus managed to compose a literal and thematic sequel to the Iliad, 
regardless of whether he intended to reconstruct Demodocus' song or to make 
a new original poem of his own. 

The Greeks left Sinon behind, a cousin of Odysseus, who belongs to the 
Trojan legend, although he is not mentioned by Homer.?? He is portrayed by 
Triphiodorus as a charismatic speaker and he is characterized as &matyAtoc 
(line 220) and xoAvurjyovoc (line 291), the latter being traditionally attributed 
to Odysseus. His plan is to deceive the Trojans and make them believe that he 
is no longer an enemy. In order to accomplish this, he wounds himself, just 
like Odysseus did in Od. 4.244-246. When the Trojans leave the city and debate 


29 The English translation is by Murray (1919). About the connections between The Sack of 
Troy and Demodocus'song, see in detail Miguélez Cavero (2008) 327-330; Kim (2010) 102- 
103 and nn. 40, 48; Miguélez Cavero (2013) 9 and n. 1, 38, n. 4, 120-130. 

30  Geraud (1982) 21-27; Miguélez Cavero (2013) 241-242, 245. 
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about the horse in front of it?! Sinon appears as a suppliant and gains Priam's 
confidence in no time.?? Triphiodorus may have in mind two famous supplicat- 
ing scenes from the Iliad, Thetis towards Zeus (1.500—502), and Priam towards 
Achilles (24.477—479). Sinon succeeds in persuading the Trojans to bring the 
horse into the city, and Triphiodorus cannot restrain himself from making a 
general comment on human lack of sense (lines 310-312): cyétAtov &ppaðéwv 
pepónwv Yévoc, olov dpixdy / koxomosg &ecouévov: xeveQ Ò oro yd oat Tool / 
TOÀ dite &yvwooovat nepintalovtes GAé0pc —"Wretched generation of heedless 
mortals! For whom a mist which they cannot pierce enwraps the future. By rea- 
son of empty joy many men many times stumble unwittingly on destruction." 

Athena intervenes in the transportation of the wooden horse because she 
does not want the Trojans to give up due to its great weight and the long 
distance to the city.33 The women of Troy welcome the horse with enthusiasm, 
as if it were a holy statue, but Cassandra's reaction is just the opposite: like a 
maenad, pulling her hair and beating her breast,3* she foretells the women's 
destiny as war slaves, and her father's and sister's death. She even prophesies 
events in the distant future, like Agamemnon’s murder by Clytemnestra, and 
her mother's transfiguration into a dog.?5 She finally calls the Trojans to destroy 
or burn “the pregnant horse" (uoyootéxov innov). Her insane behaviour leaves 
herfather no option butto incarcerate herin the palace and keep her away from 
the celebrations. Priam's speech of disapproval (lines 419—438) follows Homeric 
patterns.36 

The celebrations start and the Trojans drink so much wine that they fall 
asleep. Meanwhile, Aphrodite orders Helen to go down to the wooden horse 
and find Menelaus who is hidden inside.?" Helen obeys at once: she walks 
around the horse and calls the names of the hidden leaders’ wives.?? Anticlus is 


31 Ypsilanti (2007) 993107 compares this scene with Il. 17.755—759 and also lines 352-357 with 
Il. 3.2-7. 

32 Tomasso (2012) 399. 

33 The description of the Trojan plain follows Il. 1218-22 and 20.7-1: Gerlaud (1982) 136; 
Miguélez Cavero (2013) 294. 

34 Ypsilanti (2007) 108-114 proves that Triphiodorus has in mind the Iliadic Andromache for 
his Cassandra’s scene. 

35 These incidents are treated in the tragedies of Aeschylus and of Euripides. 

36 Miguélez Cavero (2013) 36, n. 108, 84, n. 234, 350, 378. 

37 Cf. IL 3121-140 (Iris’ visit to Helen), 3.383-420 (Aphrodite's visit to Helen). On Helen's 
behavior, cf. Od. 4.271—289; Orsini (1974) 10-12; Miguélez Cavero (2013) 366. 

38 Cf. Od. 4.271-289; Orsini (1974) 10-12; Gerlaud (1982) 30-33; Miguélez Cavero (2013) 366: 
"Triph. thus develops Menelaus' comment on Helen's behaviourin this episode: Od. 4.274— 


» 


2/75. 
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the most tempted to surrender, so Odysseus has no alternative but to smother 
him.3? Once again, Athena’s intervention averts Helen’s (that is, Aphrodite's) 
obvious purpose to destroy the Greeks’ plans. The final battle is about to 
begin. 

The nocturnal battle (lines 506—691) is the last section of the poem, and 
the most spectacular one. Triphiodorus demonstrates his rhetorical skills in 
the description of the battle.*! He starts with the psychostasia or kerostasia, 
the well-known image of Zeus weighing the fate of the Greeks and the Trojans, 
just as he does in Zl. 8.69—74 (in Il. 22.209—213, he weighs the fates of Achilles 
and of Hector).4? The result is in favour of the Greeks. Down on the ground, 
Sinon gives the signal to the Greeks to come back from Tenedos, and Helen 
also lights a torch,?? so that the hidden leaders can come out. Triphiodorus 
uses familiar Homeric images and similes of the spread out Greek forces: 
he places first the charioteers followed by the footmen,^^ and he compares 
the Greek leaders leaving the horse to bees.^9 He even describes the gods’ 
participation in the battle, just like Homer does in the Theomachia (Il. 20.- 
74). 

Most of the victims of the nocturnal battle are anonymous (women, men, 
elders and children), because the proportions are not Homeric. In the Iliad, 
when a warrior dies, we are informed of his name, generation, family and life 
story. In The Sack of Troy, the length of the poem does not allow the poet 
to include all these kinds of details.4’ It goes without saying that the blood 
scenes follow the Iliadic pattern and that the end of some of the important 
Trojans is vividly described. Menelaus and Odysseus break into Deiphobus' 
house (lines 613—633) like wolves:^? Odysseus disembowels him and Menelaus 
recovers his wife;*? Neoptolemus kills Priam (lines 634—643), who took refuge 


39 In Homer, Odysseus only covers Anticlus’ mouth with his hand: Od. 4.286-288. 

40 Cf. Il. 1194-200 (Athena's visit to Achilles); Miguélez Cavero (2013) 377-379. 

41 Miguélez Cavero (2013) 387-390. 

42 See also I. 14.510, 16.658, 19.223-224. 

43 About Helen’s reaction, see the thoughts of Miguélez Cavero (2013) 400. 

44 Cf. Il. 4.297-309; Miguélez Cavero (2013) 408. 

45 Cf. Il. 2.87-g0, 16.259-265; Gerlaud (1982) 153. 

46 | Gerlaud (1982) 35-36. 

47 Nevertheless, see Cuartero (1988) 40, n. 130. 

48 | Acommon Homeric simile: Miguélez Cavero (2013) 441. 

49 Cf. Od. 8.516-520, Il. 12427161; Gerlaud (1982) 162. About Triphiodorus' missed chance 
to exploit the scene between the two husbands, see the interesting thoughts of Cuartero 


(1988) 43-44. 
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in the temple of Zeus;5° Odysseus throws little Astyanax down from the citadel 
(lines 644—646);5! Ajax rapes Cassandra (lines 647—650), although she, too, took 
to the temple of Athena.?? However, not all the Trojans are killed. Aeneas is 
rescued by his mother, Aphrodite (lines 651-655);5? Antenor, his wife Theano, 
and their children are saved by Menelaus (lines 656—659), because of Antenor's 
hospitality in IL 3.205-207;54 Laodice, the daughter of Priam and Hecuba, is 
miraculously swallowed up by the ground (lines 660—663).55 
Triphiodorus announces that he cannot go any further (lines 664—667): 


Tt&caty Ò ovx dv Eywye pólov xocty delcop 
xptvdevoc TH EXaATTA Kal Xy eot VUKTOS &xelvr|c. 
Movacwv 68s óyðoç: &yo Ò & nep Urrtov EAdoow 
TEPUATOS AUpleAtaoay inupavovoav &oiðhv. 


All the multitude of strife and the sorrows of that night I could not sing, 
distinguishing each event. This is the Muses’ task; and I shall drive, as it 
were a horse, a song which, wheeling about, grazes the turning-post. 


He imitates the epic poet who is incapable of reproducing a detailed descrip- 
tion of something and asks for divine assistance once more.59 But Triphiodorus 
feels that he has fulfilled his purpose. He closes his poem at this point, with the 
same word that he opened it: téppa (line 667). Besides, according to his prelim- 
inary statement of the proem, his song would be "speedy" (toyety), without too 
many details. 

The Trojans are compared to fish caught in a net. The Greeks burn the city, 
sacrifice Polyxena on Achilles’ grave, distribute the treasures and depart home. 
Once again, Triphiodorus uses Homeric information to build his last images. 
The maritime simile is drawn from Od. 22.383-387. Poseidon and Hera—who 
are unsympathetic to the Trojans—fan the flames that consume the city, but 


50 Cf. Il. 22.66-71; Tomasso (2012) 400. 

51 Cf. Il. 24.734-735; Mackie (2013) 10-1. 

52 All but the last event had been foreseen by Cassandra. Miguélez Cavero (2013) 394 proves 
that this episode follows the order of Cassandra's prophecies. 

53 Miguélez Cavero (2013) 456: “Just another example of a god or goddess trying to save his 
or her son from being killed in battle.’ 

54 See also Il. 7.347-353, 11138-142. 

55 The same happened to saint Thecla (1st century AD) and to saint Ariadne of Phrygia (2nd 
century AD). 

56 Miguélez Cavero (2013) 27, n. 72, 464. 
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the river Xanthus (Simoeis) does not dare to extinguish the fire, because in Il. 
21.328-382 he had been defeated by the two gods. Finally, the return home of 
the ships is being impeded by dead Achilles' wrath. And with this keyword 
(Avuy, line 687), Triphiodorus connects the last lines of his poem to the very 
first word of the Iliad. 


Colluthus 


Almost three centuries later, Colluthus tries something even more original, as 
he composes a prequel to the Iliad. The inspiration for his short poem The Rape 
of Helen comes from a well known story from the Cypria, but also Triphiodorus' 
lines: Cassandra's reaction to the Trojan horse entering the city in The Sack of 
Troy is rewritten by Colluthus as Cassandra's reaction to Paris bringing Helen 
inside Troy. Thus, the poet continues the Iliad in an inverse way, by trying to 
depict what had happened before and what caused the fall of Troy. 

There is inadequate biographical information about Colluthus, and most 
of it comes from the article in Suda, K1951, according to which the poet orig- 
inated from the Egyptian Lycopolis—the Neoplatonist Plotinus hometown. 
He was an epopoios, flourished during the reign of Anastasius 1 (491-518), and 
among his writings were a six-book epic poem with the title Calydoniaca, a 
poem whose title (or subject) was Persica, and some encomia in verse. Ques- 
tions about whether he was a Greek of Egypt or a Hellenized Egyptian, a gram- 
matikos or not, a Christian or a Pagan, are neither posed nor answered. Neither 
is mentioned his only surviving poem, The Rape of Helen ('EAévgc aprayy). Nev- 
ertheless, this little information is enough to describe Colluthus as a typical 
intellectual and literate of his time. 

Colluthus was a poet by profession, a common practice of that time,5” most 
of them being grammatikoi, professors of letters.5® We also know that Pagans 
and Christians shared the same education and culture,?? and that one of the 
main characteristics of the poets of that time was mobility,®° although there 
is no special mention of Colluthus' travels in the article in Suda. Finally, the 


57 Cameron (1965) 477—484; Alsina (1972) 146; Miguélez Cavero (2008) 97-99 and n. 353. 

58 Cameron (1965) 491-497. Alsina (1972) 147-148 underlines the difficulty of understanding 
their work without knowing the previous Greek literary production. Agosti (2012) 369 
matches Colluthus with a well-known yeaypatucds of that time. 

59 Cameron (1965) 471-477; Hernández de la Fuente (2004) 393; Angelis (2005) 43; Cameron 
(2007) 21, 28-29. 


60 Cameron (1965) 484-491. 
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subjects of his poems are not at all different from the subjects of the rest of the 
poetic production of that period, as we saw above in our Introduction. 

The legend of the rape of Helen was already shaped in every detail since 
Homer's time and one couldn't ask for originality in the poems which deal with 
it.8! The story begins with the marriage of Thetis and Peleus; continues with the 
apple of Eris and the beauty contest of the three goddesses, Aphrodite, Hera 
and Athena; and it ends with the building of the fleet by Paris and the trip 
to Sparta where he kidnaps Helen and brings her to Troy. Every poet or prose 
writer who dealt with the causes of the war of Troy chose to illuminate the 
aspects of the myth that interested him the most and to conceal those which 
did not serve his purpose.9? 

Homer mentions the rape of Helen in the Iliad (3.46—49, 3.174175, 6.292, 
24.763—764) and in the Odyssey (4.262—263), as well as the beauty contest of 
the three goddesses (Il. 24.28—30).9? We also find Homer's traces in various 
patterns, apart from the language, the metrics and the general atmosphere:9* 
the angry goddess (lines 41-58 = Il. 9.533-540), Aphrodite's toilette (lines 81- 
83 = Od. 8.364—366), the description of the building of Paris’ fleet (lines 192- 
199 = Il. 5.59-64), the throwing of the apple by Eris (lines 62—63 = Il. 23.840), 
Aphrodite's triumphal discourse as the winner of the beauty contest (lines169— 
189 = Il. 5.416—430), Helen's very hesitant first speech towards Paris (lines 266— 
275 = Od. 7.237239) or inconsolable Hermione's sleep and dream (lines 363- 
379 = Od. 4793-841). 

Colluthus starts his poem by invoking the goddesses who will inspire him 
and help him tell his story. The poet does not invoke the Muses, but the Nymphs 
of Troy, making clear to the reader in the very first line that the poem which 
follows is not Homer's but a prequel to his Iliad.®> This novelistic invocation 
of the Nymphs of Troy is easily explained, for they were eyewitnesses of the 


61 Alsina Clota (1957). Cuartero i Iborra (2003) 188, n. 36, calls it *public domain". 

62 Cuartero i Iborra (2003) 189. For more information and comparisons between Colluthus' 
poem and its sources, see Orsini (1972) 1x-xxv11; Cuartero i Iborra (1992) 19-36; Sánchez 
Martínez (2006) 953-962; Karavas (2014). 

63 Mackie (2013). 

64 . Homer' legacy is manifest in Colluthus' vocabulary not only in the use of hapax or dis 
legomena, but also in the use of hemistichs, expressions, the -oio genitive and the tmesis: 
see Orsini (1972) XXX-XXXIII; Cuartero i Iborra (1992) 56—61 (who calls him more Homeric 
that Nonnus); Brioso Sánchez (1999) 43-44 and n. 92; Miguélez Cavero (2008) 154-156. 
Furthermore, as Elderkin (1906) 3 and 6 remarks, out of all epic poets Colluthus has the 
closest to the Homeric percentage of speeches in his poem: in The Rape of Helen we find 
one speech every 24.5 lines, which is almost the same rate as the one in the Iliad. 

65 Lines 8-9: wav / &oyexcxwv—“the ships that were the spring of woe" and line 10: wyvyiy 
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beauty contest which took place on Mount Ida and which led to the Trojan War. 
Colluthus respects the rules of the epic composition in his proem and sums up 
in it all the episodes that follow in his poem. 

The first episode of the story is the wedding of Peleus and Thetis. According 
to Homer, who does not describe the wedding itself but refers to it in Iliad 24.62, 
all the gods were present. So Colluthus omits none of the principal gods, not 
even Athena who was “untaught of marriage” (yápwv ddiSaxtos) or Artemis, the 
other virgin goddess. The only uninvited was Eris, the goddess of strife, who 
became very angry and jealous.96 Colluthus finds here a good opportunity to 
insert a simile—the only one of the poem: he compares Eris to a heifer which 
“wanders from the pasture in the glen and roams in the lonely brush, smitten 
by the bloody gadfly, the goad of kine” (Y) à' &te Bnoonevtos amoTAayy8etow vopoto 
| nóptiç ż¿oypaino evi Evdrsdyorow d con | pownevtt pow, Body erathpt, tumeion, 
lines 41-43). Eris then throws a golden apple into the middle of the banquet 
and causes a great disturbance among the gods, as was her intention. Colluthus 
never forgets that his poem serves as an introductory poem to the Iliad; that is 
why he characterizes the golden apple as “the harbinger of war’, “the primal 
seed of turmoil” (xoAéuoto mpockyyeAov, [...] 4090v mpwtdaTtopov dpyyv, lines 60 
and 62).57 

At the end of this first episode, Zeus asks Hermes to find Paris, a young 
shepherd from Troy, and to command him to choose the fairest from among 
the three goddesses: Hera, Aphrodite and Athena. Although Hermes does not 
mention Zeus’ name when he gives the order to Paris (lines 127-130), Colluthus 
introduces here Atog BovAn—“Zeus’ will’, the key phrase of the whole Iliad, in 
an indirect and very subtle manner. 


dé cic ënAeto velxeoc &pxý—“what was the primeval beginning of the feud”. The Greek text 
is from Orsini (1972) and the English translation by Mair (1928). 

66 Itis very interesting that Colluthus describes Eris with the Homeric hapax cyépactos 
"unhonored" a very strong term that Homer used it in the quarrel between Agamemnon 
and Achilles (Il. 1.119). Here the adjective underlines more the degree of the offense 
towards the goddess and her anger than the importance of the yépoc, which is a wedding 
invitation. Later on (line 53), Colluthus uses another Homeric strong epithet for Eris, 
àparuáxetoç “invincible”, which is employed in the Iliad to describe horrible creatures, 
such as the Chimera (6.179 and 16.329). 

67 | Wecountalready two allusions to the Homeric poems: line 19: Zqvóc ¿pypocúvyotv £gvoyóet 
Tavupndyc—‘“at the bidding of Zeus, Ganymede poured the wine" = Il. 20.232-234, and 
lines 34-35: oloç 8' où xuvényv, od 8jtov Éyyoc de(pov / &¢ Sdpov ‘Hpaiotoio ohpeoç Épyevot 
"Agnc—-and iron Ares, even as, helmetless nor lifting warlike spear, he comes into the 
house of Hephaestus” = Od. 8.266—366. 
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On the way to meet Paris, the three goddesses prepare themselves before the 
beauty contest. Although they are already well dressed, as they have been at a 
wedding party, nevertheless they feel obliged to change again and to improve 
their looks in order to impress the judge. Aphrodite calls her children, the 
Erôtes, to fly to her assistance. She feels insecure when she compares herself 
with the other two goddesses who have power in war;$? however, she is the 
absolute owner of the xectdc, her famous girdle with magical erotic powers, 
which she lends to Hera when the latter wants to accomplish the Dios Apate, 
in Iliad, 14.214-221. 

The bucolic description of Paris is a tribute to Theocritus and to the Homeric 
Hymn to Aphrodite.9? We have heard about the young shepherd before, from 
Zeus (lines 71-72) and Aphrodite (line 87), and now Colluthus presents him 
exactly as we imagined him:’° abandoning his sheep and oxen to play his 
syrinx, an image not so different from an Iliadic one (18.523-526). We could 
compare this first impression to the one of Homeric Odysseus. We hear about 
him from the beginning of the Odyssey and when we see him for the first time, 
in 5.151, we find him doing exactly what we were told: crying by the beach. 

The judgment of Paris is mentioned only once in the Iliad, in the last Book 
at 24.29-30.” But for Colluthus, this is the heart of his poem. During the beauty 
contest, each one of the three goddesses talks to Paris in private and promises 
him a gift if he picks her: manly prowess in the war (Athena), kingship of 
all Asia and Europe (Hera), or ¿patùv napåxoitv “a lovely bride": '"EAévqc [...] 
Aextpwv “the bed of Helen" (Aphrodite). The young Trojan does not hesitate 
one second in picking the last offer! So he gives Aphrodite the apple, “a plant of 
war, of war an evil seed" (qutoAuw|v toAépoto, xaxhv oA époto yeveOAny, line 167).73 
With these words, the reader is reminded once more that the next poem he 
should read after this one is the Iliad. 

Colluthus offers his own explanation for the hatred of Hera and Athena 
towards the people and the city of Troy. It is well known that they both lost 


68 Aphrodites vocabulary is highly military (lines 85-97): Staxptvovar, Setatvw, xorpaviny, 
oxfjrtpo, prddace, nohéuwv, &varutc, Éyxoc &phiov, BéXoc EAxw, altypií)c, 006v Éyyoc, xóEov 
deiow, Ovyjoxouct. 

69 Cf. Apollonius of Rhodes 1.577-578. See also Jouan (1966) 100 and n. 5; Mackie (2013) 14 
and n. 36. 

70 According to Kotseleni (1990) 62—65 Paris is presented by Colluthus as an epic anti-hero. 

71 Mackie (2013). 

72 Hera’s vocabulary is wholly Homeric (lines 148-152): nyntopa, xo(pavoc, iipon, aiet &pt- 
oTEvOVGLY, WKULOPOL. 


73 This repetition of moAgyoto in the same verse is worth noting. 
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in the beauty contest, but in this poem, he presents Aphrodite as giving a 
gloating, mocking speech against the two goddesses, while she is holding in 
her hand “the prize of beauty that should work the ruin of a city" (mtoAt- 
Top80ov à£OXtov, line 190). Colluthus also underlines that Athena, the “queen 
of handicraft” (&pyonóvoto, line 194), refuses to help Paris with the building 
of his fleet (line 200: vijag ð ovx &vórjoe xoi oùx Hoxyoev 'A0'vv, "ships which 
Athena neither planned nor wrought") and that Aphrodite is now Paris' pro- 
tector (line 202: Aeyéwv etixoupov ¿peonopévyy Agpodity, “he had besought the 
favor of Aphrodite that attended him to aid his marriage"). 

Paris’ fleet is built by Phereclus, according to the Il. 5.59-64. Colluthus 
exploits this information and underlines the connection between both poems 
by the use of the Homeric hapax &pyéxaxoç (“source of woe" line 196),7^ which 
is applied this time to Phereclus and not to the ships, as it has been above 
(line 9), and also by the characterization of Paris as Aócrogic (“unhappy Paris" 
or “Paris of ill omen" line 193), just as Homer calls him twice in the Iliad (3.39 
and 13.769). 

Paris’ journey is very quick and full of Homeric formulae: Iin Bwtidvetpa xod 
evovayuia Muxnvy (“Phthia, feeder of men”, “Mycene of wide streets" line 220 = 
Il.1155 and 4.52 respectively) and Xndptyy xaðuyvvaxa ("Sparta of fair women’, 
line 222 = Od. 13.412). Even Colluthus' geography seems Homeric: he places Ery- 
manthus (a mountain of Arcadia) near Sparta, because Erymanthus is found in 
the same Homeric verse with Taygetus, a mountain of Laconia (Od. 6.103).”° 

Then follows the seduction of Helen, where she appears more like a heroine 
of the Hellenistic novels than of Homeric epic. Nevertheless, Colluthus uses 
Homeric reminiscences to compose this romantic episode of his poem. First, 
Paris is presented “glorying in his marvellous graces” (§ecmecinaw dyaAdoue- 
voc yapitecow, line 248)—Athena pours the same Geoneciny [...] x&ptv “divine 
charm" on Telemachus before he meets the people of Ithaca and his mother's 
suitors, in Od. 2.12 and 17.63 respectively, and on Odysseus before he meets the 
Phaeacians, in Od. 8.19. Aphrodite may be responsible for this divine beautifi- 
cation of Paris in order to accomplish his cause. When Helen asks the young 
man to tell her who he is and where he comes from, the reader can only think 
of Arete, Alcinous' wife, when she asks Odysseus to talk about himself and his 
journey in Od. 7.237-239. And when Helen enumerates the heroes of Greece in 
lines 274—275, all the words and names Colluthus uses are found in Homer, in 


74 For the Homeric idea of the apyéxaxot vfjec see Jouan (1966) 179; Gartner (2009) 25-28. 
75 For more on Colluthus' geography, see Orsini (1972) xvi11-xx; Kotseleni (1990) 246-247. 
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the same cases and metrical positions.” The episode closes with the descrip- 
tion of the two gates of dreams, the one of truth and the other of deceit, which 
is an allusion to Od. 19.562—567, and with a reference to Helen as the “freight of 
war” (goptov [...] iwypoto, line 325), another obvious connection to the Iliad. 

The Hermione episode, the last one of the poem, is an original contribution 
of Colluthus.”” Hermione, the only daughter of Menelaus and Helen, is men- 
tioned by name only once in Od. 4.14. Homer refers to her also in Il. 3.175 and in 
Od. 4.263. The little child is hopeless after her mother abandoned her so sud- 
denly and inexplicably. She had slept in her parents' bed the previous night and 
now she cannot find her. Hermione falls asleep in tears, just like Penelope does 
in Od. 4.793-794,”8 and dreams of her mother, who reveals to her that a deceitful 
man had come to their house and carried her away. The girl wakes up and calls 
to the birds to go find her father in Crete and tell him all about the abduction of 
Helen (lines 381—384): epic, dpvides, eUtepa téxva yevebAng, / £crtexe voothoav- 
tes eri Kprymy MeveAdo / yOiov el Undptyy tig àvhp dbeptotios £A00v / dyAatiny 
Ebunacay édv?9 drhanake eA peov— "Birds, winged children of the brood of air, 
go ye to Crete, and say to Menelaus: ‘Yesterday a lawless man came to Sparta 
and hath laid waste all the glory of thy halls! "8? It seems to me that the meet- 
ing point between the two poems, Colluthus' and the Iliad, are these words of 
Hermione, since Paris is now characterized as &ĝepiotioç—“lawless”, and must 
be punished in some way. 

The journey back to Troy is described in six verses. A Cassandra both Aeschy- 
lean and Triphiodorean watches the two lovers enter the city, pulls her hair out 
and throws away her golden veil.?! Colluthus closes his poem with the same 
word he opens it: the Homeric hapax dpyéxaxoc—“source of woe" (lines 392 
and 8), which is now applied to Paris himself. 


76 Ruiz Pérez (2004) 346-348. 

77 Toohey (1992) 214. For the similarities between Colluthus and Nonnus, Dion., XLVII, 34— 
264, see Orsini (1972) xx111-xxvr, Cuartero i Iborra (2003) 194-195; Harries (2006) 545- 
547; Spanoudakis (2007) 89-90; Magnelli (2008) 171, n. 81. 

78 Cf. also Colluthus’ mention to Sleep's relationship with Death (line 364) and Jl. 14.231, 
16.454, 16.672, Od. 13.79-80. 

79  Iprefer Brodeau's emendation on the manuscripts’ égóv. 

80 For the direct speech, see Elderkin (1906) n, 22. 

81 Ypsilanti (2007) 110-11, n. 39. According to Paschalis (2008) 144 “Cassandra should be 
envisaged as beginning the lamentations for the end of Troy". 
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“Texts like the Iliad and Odyssey [...] are constantly remade in new contexts to 
serve different cultural agendas.”®? The poets of Upper Egypt in the first cen- 
turies of the Byzantine era knew Homer by heart. They imitated his language, 
his style, and his expressions; they analysed his scenes and similes; they even 
played with the Homeric text.? If they wanted their names to last for eternity, 
they had to be associated with Homer. Triphiodorus and Colluthus succeeded 
in seeing theirs connected to the Homeric poems, since they both realized their 
ambition to complete the Iliad.8+ 

In the 3rd century AD, Triphiodorus composed a poem of 691 lines in the 
Homeric style.55 Drawing his material from both Homeric poems and exploit- 
ing the frame of the Demodocus' song (Od. 8.499-520), he continued the Iliad 
by narrating the last three days of the war of Troy.86 On the other hand, in the 
6th century AD, Colluthus decided to describe the causes of the legendary war, 
by composing a much shorter poem.?? The Rape of Helen is basically a sequence 
of detached episodes whose importance resides in narrating how it all started, 
from the marriage of Peleus and Thetis to the abduction of Helen. Both poems 
continue the Iliad in their own way, without copying, imitating, or parodying 
it. Both poets are aware of their (limited) poetic skills, so they avoid ridicule 
through a comparison with Homer. Over the last few years, we are pleased to 
see commentaries and studies on these two texts. Triphiodorus and Colluthus 
added their contribution to the Greek literature with great respect towards the 
long epic tradition. This is the proof that they accomplished their journey to 
literary eternity.88 


82 Tomasso (2012) 374. 

83 Like the Lipogrammatic Iliad of Nestor of Laranda and the Lipogrammatic Odyssey of 
Triphiodorus, both lost now. 

84 Orsini (1969) 13. See also Griffin (2010) 29: "These poems filled in the beginning and the end 
of the Trojan War, which the Iliad and Odyssey has so unaccountably omitted to describe, 
in a manner as ‘Homeric’ as their authors could manage.” 

85 That is a little longer than an average Book of the Iliad: Tomasso (2012) 382. 

86 Cuartero (1988) 55 calls The Sack of Troy “a simple exercise of poetic and rhetoric ingenu- 
ity" See also Tomasso (2012) 408: "Triphiodorus takes up a literary challenge suggested in 
the Iliad itself.” 

87 The Rape of Helen has the same length as the twentieth Book of the Odyssey. 

88 My thanks go to Robert Simms for inviting me to contribute to this volume and making 
many useful suggestions for its improvement, and to my dear friend and colleague Sophia 
Kapetanaki for her invaluable help with my English. 
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Program and Poetics in Quintus Smyrnaeus’ 
Posthomerica 


Calum A. Maciver 


Epic continuation is a phrase which sums up exactly the nature of Quintus 
Smyrnaeus’ Posthomerica. There is, arguably, no work surviving from antiquity 
which so models itself on the great epic archetypes, the Homeric poems. Not 
only is the Posthomerica Homeric (or, hyper-Homeric) in its every aspect, from 
language and formulaic composition, to imagery, plot sequences, and narrative 
functions, the poem explicitly marks itself out as Homeric. In this chapter I 
will survey first the ways in which the Posthomerica not only appears as, but 
asserts itself as, Homeric. As the focus of the chapter, I will discuss a number 
of short but important scenes which, meta-poetically, encode the epic distance 
the Posthomerica has from Homer, and which, therefore, bespeak the imitative 
program which Quintus, as a poet of the Imperial period, creates to continue 
Homer on the verges of Late Antiquity. 


Greek Epic of the Imperial Period 


The Posthomerica is a fourteen-book epic poem in Homeric-imitative Greek, 
which narrates the events of the Trojan War from the death of Hector to the 
eventual departure of the victorious Greeks.! Its account therefore includes 
episodes such as the deaths of Achilles and Ajax; of Penthesileia, Memnon, 
and Paris; the hoplon krisis; and the sack of Troy by means, principally, of the 
deception of the wooden horse (a series not found elsewhere in a single nar- 
rative poem). Thus the Latin translation Posthomerica of the Greek title tà pel 
“Ounpov (“the things after Homer") is an accurate description of the contents of 
the epic, contents which neatly fill the gap in events left largely un-narrated 
by the Iliad and the Odyssey. It is no accident that three of the extant Mss. 
of the Posthomerica were found situated between Mss. of the Iliad and the 
Odyssey—the early transmission of the text, therefore, was already an inter- 
pretative reception, namely, that the Posthomerica was a suitable means for 


1 In this section, most of my discussion is derived from Maciver (2012a) 2—6. See, also, Vian 
(1963) vii-liii and Baumbach and Bar (2007) 1-26. 
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bridging the gap in plots of the two more famous epics.” The praenomen Quin- 
tus ("Kointos" in Greek) is found in some of the Mss. headings, and the epithet 
“of Smyrna" is taken from the only seemingly autobiographical information we 
have in the poem, in the in-proem (12.306-313, discussed below),? where the 
narrator states that he was found by the Muses as he tended his sheep on the 
plains of Smyrna. We know nothing about Quintus of Smyrna apart from what 
the Posthomerica can tell us itself, which, too, is virtually nothing. Current con- 
sensus is that Quintus wrote the Posthomerica sometime in the third century 
A.D.‘ This date is essentially insecure, based as it is on a number of exiguous 
factors. In the first place, for Triphiodorus, who wrote a short epyllion called The 
Sack of Troy, which engages the Posthomerica extensively, and who (therefore) 
post-dates Quintus, there exists a papyrus fragment (POxy. 2946) which can be 
dated positively to the late third century A.D.5 Apparent allusions to Oppian's 
Halieutica—a work which can be firmly dated to the late second century— 
have been taken by scholars to prove Quintus' dependence on Oppian, the 
earlier poet. 

There are a number of (more far-fetched) dating criteria which I will pass 
over. What is clear is that Quintus wrote at a time when epic poetry of a 
large scale was flourishing. We know, for example, of the massive 60 book epic 
on world history written by Pisander of Laranda, earlier in the third century. 
And if we include the evidence of papyri fragments of epic poetry for this 
period, what we have surviving is most likely only the tip of the iceberg." There 


2 Further discussion at Maciver (2012a) 7-9. 

3 Tzetzes, the Byzantine scholar and poet, was the first to apply this epithet (cf. Vian (1963) 
vii-viii). 

Detailed discussion in Bar (2009) 14-23, James (2004) xvii—xxi, and Gartner (2005), 23-26. 

5 Opinionis not unified among scholars on the indebtedness of Triphiodorus to Quintus, rather 
than the other way round: see, most recently, Tomasso (2012) 372-373 (who discusses schol- 
arship to date on the issue). The proem of Triphiodorus, with its clear polemical distancing 
from the Posthomerica, demonstrably, in my opinion, points to its post-dating of Quintus (a 
point I discuss in an article (in-progress) on Triphiodorus). 

6 Details in Maciver (2012a) 4-6. Most recently, the papyrus which relates the Vision of Doro- 
theus (PBodm. 29), published in 1984, has been argued to have implications for our iden- 
tification of Quintus. The fragmentary poem, in two places, refers to Dorotheus the son of 
Quintus (the poet), and recent scholarship has tentatively suggested that this poet is Quin- 
tus of Smyrna. The papyrus can be securely dated to around 4004A.D., and may be another 
firm terminus ante quem. As I have shown elsewhere (Maciver (2012a) 4-5, with further bib- 
liographical details), two isolated mentions of a poet called Quintus cannot definitively be 
taken to refer to Quintus of Smyrna. 

7 Schubert (2007) 343, and passim. for further discussion. 
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was clearly an audience for large-scale epic on mythological themes (we can 
compare, two centuries later, the 48-book Dionysiaca of Nonnus). The majority 
of scholarship on the Posthomerica assumes that the presumed loss of the Epic 
Cycle (the series of epics on Trojan and Theban sagas of the later archaic period, 
which survive now in only fragmentary form) by the time of the third century 
A.D. gave Quintus his reason for composing the Posthomerica, namely, to fill in 
the gap left by this loss. However, there is no strong evidence to suggest that 
Quintus did not have access to the Epic Cycle; and furthermore, a poet does 
not need, as a ground for composition, the idea of replacement, in any era— 
and in the era of Quintus, it has already been seen that there was an appetite 
for large-scale epic.® 

A big book is, famously, a big evil, according to Callimachus (fr. 465 Pfeiffer), 
but not only did Quintus write a fourteen-book epic, he wrote on the Trojan 
War? betraying the strictures of the slender Muse (Aetia 1.24 Pfeiffer).!° Despite 
its anachronistic style, which closely mimics the formulaic system found in 
Homer, the Posthomerica is nevertheless a literary, post-Hellenistic epic poem: 
it is caught within a long series of evolutions in which Homer was recast and 
developed. Outwardly, the Posthomerica cannot be termed Callimachean or 
Alexandrian, but as epithets so often applied to Latin poetry to signal their allu- 
sive cleverness and demands upon a learned readership, they are not wholly 
out of place in describing the Posthomerica. The reader will not find widespread 
Alexandrian traits (as one would, to a greater extent, find in other Imperial 
Greek poems such as the ps.-Oppian Cynegetica or Triphiodorus), but Quin- 
tus not only signals his indebtedness to Callimachus, but includes so-called 
Alexandrian footnotes occasionally in his poem.? Thus, Quintus is writing 
grand epic which also demands a learned readership, a reader characterized as 
a pepaideumenos—a term used to describe those who had the paideia which 
marked the period often termed the Second Sophistic. 


8 Full discussion and references on the Epic Cycle problem can be found in Maciver (2012a) 


8-9. 
9 Contrast Callimachus' disapprobation of such choices for epics, Anth. Pal. 12.43 (fr. 28 
Pfeiffer). 


10 Vian (1963) xl argues that not only is Quintus’ epic not Callimachean, but rather is one 
that combats the very notion propounded by Callimachus. 

11 The Posthomerica neatly fits Hainsworth's definition of literary epic (1991), 9: “a 'sentimen- 
tal’ revival of the Homeric form of epic.” 

12 For Quintus’ relationship with Alexandrian poetry, and especially Apollonius of Rhodes, 
see Maciver (2012a) 14-16 and (2012b) passim. On Alexandrianism generally in Quintus, 
see Bar (2009) 12, 62, 57, and 77. 
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Homeric Continuation: Programmatic Readings of the 
Posthomerica 


The Posthomerica begins exactly at the point at which the Iliad finishes: 


e00’ bd IImActwvi Shy Oeoeixeros “Extwp 
xat & cupi) xatedape xot òotéa yata xexevdel, 
dy TOTE ToWeEs ëpuvov deve Mpidporo moAHa 
Setdtdtes uévoc nd paco qpovoc Alcoc(8oo.13 


After godlike Hector had been slain by the son of Peleus, and the pyre 
had consumed him and the earth covered his bones, the Trojans then 
stayed stuck inside Priam’s city in fear of the noble strength of that brave 
descendant of Aeacus. 


Posthomerica 1.1-4 


The Posthomerica begins with a conjunction, not, as is usually the case for an 
epic poem, with a proem." A conjunction links two co-ordinating sentences, 
and the topic of the first two lines of the poem is the final main action of the 
Iliad: Hector has been slain by Achilles, and his bones have been laid to rest. The 
"when" of côte is, therefore, books 22-24 of the Iliad. No aims or rehearsals of 
the Posthomerica's poetical ambition or content is given, but instead the reader 
is lead straight to the next point in the essentially Iliadic story: the Trojans 
remained in Troy in fear of Achilles. Thus, the title of the poem, translated most 
appositely by Vian in his edition of the poem— "La Suite d Homére’—reflects 
precisely its nature: this is a sequel.1° Quintus defies typical epic practice by 
beginning untypically. As a result, the reader is compelled to dig more deeply 
for poetological significations. Without dwelling further on these opening lines 
(a closer intertextual reading can be found elsewhere),!6 I will move instead 
to the most problematic passage in the poem, the in-proem of book 12, where 
the narrator describes his poetic initiation.!” The decision to share apparently 


13 The text of the Posthomerica is taken from Vian's magisterial Budé edition (1963-1969). 

14 Fuller discussion on the programmatic implications of this lack of proem can be found in 
Maciver (2012a) 27-33. 

15 Vian (1963-1969). On the poem as a sequel, and this conjunction as the link to the Iliad, 
see, further, Schenk (1997) 377, Keydell (1965) 1273, and Bar (2007) 32-33. 

16 Bar (2007) 32-40 and Maciver (2012a) 27-33. 

17 For discussion and summary of positions, see, most recently, Maciver (2012a) 33-37 and 
(2012b) 64—68, and Bar (2007). 
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autobiographical details occurs just before the list of heroes who enter the 
wooden horse (12.314—330), perhaps one of the key climaxes of the poem. Given 
the variations in antiquity in accounts of who actually entered the wooden 
horse, Quintus seeks the authority of the Muses, most likely to affirm that he is 
giving the definitive account. 


tous Lot vOv xo' Exaotov dvelpouevy odio, Modoa, 
zoned’ Scot xatébnoav Eco ToAvYaVdEos tnrov: 
byeis yàp mácoav por ¿vi pec Oyxat’ dordyy, 

npiv por (ËT) dul mapeta xataoxidvacbat tovrov, 
Luvpvy¢ ev Saredoiot TEptxAVTA MHA vELOvTt 

Tels Togov "Eppov d&mtwlev daov Bodwvtos dxobcot, 
Aptentdos mepi viov EAevGepin evi xj, 

OUpEl OUTE Alv YEALLAAG oF Vipdbt to. 


Tell me now plainly, you Muses, in answer to my plea, who each of the 
heroes were who entered inside the cavernous horse. For you inspired 
me with all my song, before the soft down had spread over my youthful 
cheeks, as I shepherded my excellent flocks on the plains of Smyrna— 
three times as far from Hermos as a man's voice carries, around the temple 
of Artemis in the garden of Freedom, on a mountain neither too low nor 
too high.!® 


Posthomerica 12.306—313 


This is the only invocation of the Muses in all fourteen books of the Posthome- 
rica, and the only time the primary narrator refers to himself (uot). A number 
of intertexts play into the meaning of this passage. The clearest is the Muse 
invocation at the beginning of Hesiod's Theogony (22-28), where the Hesiodic 
narrator similarly speaks of his inspiration from the Muses as he tended his 
sheep on Helicon. Iliad 2.484—492, which also precedes an invocation, is also a 
strong influence, as is Callimachus Aetia 1 fr. 2.19 Thus the epic heritage of the 
Posthomerica is marked by the Iliad, and nuanced by the Hesiodic influence, a 


18 Unfortunately, it is unclear what the significance of the temple of Artemis in the garden 
of Freedom is—it most likely contains further meta-poetical significance but lack of 
knowledge of intertexts or of what is symbolized makes further discussion impossible (for 
attempts at interpretation, see Bár (2007) 57-59). 

19 The allusion is in the words pĝàa végovtt to moment Aq at Aetia 1. fr. 2.1. On the meta- 
poetical significance of the Callimachean intertext as a window allusion to Hesiod, see 
Maciver (2012b) 66—68. 
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didactic epic. Quintus’ epic is marked by repeated gnomic statements, in both 
primary and secondary narration,?? which lend a strong ethical dimension to 
the text.?! The Callimachean intertext, in such a programmatic passage, signals 
the Hellenistic lens through which these archaic texts are received, and also 
to the learned reading background which the Posthomerica demands. This is 
a “Homeric” ethic of specific learning, marked by specific didactic characteris- 
tics. 

At second glance, however, the intertextual indications are complemented 
by a further program. Why does the narrator include the superfluous detail 
that he was shepherding his flocks on a mountain that was neither too low 
nor too high (line 313)? Hopkinson was the first to suggest that this line con- 
notes the style of Quintus’ poetry, namely that it appropriates a middle way that 
"avoids extremes" one that is "neither sublime nor pedestrian" and which pro- 
duces "modest innovation within traditional parameters."? Hopkinson's origi- 
nal inclination to see more behind this line than the literal is surely correct. Not 
only is there nothing in this account which allows us to adduce autobiography 
for Quintus,” but each detail should be considered carefully for further, sym- 
bolic implications. This line designates poetic style and methodology, but as I 
have argued elsewhere, pace James/?5 the point of inspiration takes place while 
this shepherd is engaged in shepherding on a hill neither too low nor too high, 
that is, engaged in other poetic activities before taking on the new challenge of 
composing epic.?6 Of these other poetic endeavours, whether published or not, 
we know nothing. Until now, the vocabulary used to describe this mountain 
has not been examined. The three styles of oratory, as set out in the Rhetor- 
ica ad Herennium 4.10, gravis, mediocris, and adtenuata, or the four styles of 
prose writing, as discussed by Demetrius On Style 36—37, icxvóc, EYAAONPETÝS, 
yAagupos, 8etvóc (plain, elevated, elegant, forcible),?7 cannot be applied to epic 


20 Full discussion in Maciver (2012a) 87-123. 

21 See my discussion below of the shield of Achilles in Posthomerica 5. 

22 All Hopkinson (1994) 106. 

23 For the opposite view, esp. that of James (2004) xviii, see Bär (2007) 52-55, where he 
discusses scholarship to date on the issue. 

24 Against this view, cf. the insistent contestation of James (2004) xviii, with which see the 
discussion of Bar (2007) 59-60. 

25 (2004) xviii. 

26 Maciver (2012a) 36. 

27 As translated by Roberts (1902), ad loc. Demetrius is keen to insist on the mixing of all four 
styles as more the norm in composition (37). On the three styles, see Rowe (1997) 155, and 
cf. Kennedy (1994) 89. 
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poetry, which of course is an entirely different medium. As Quintus is closely 
imitating Homeric style, he has chosen the grandest of all vehicles of expres- 
sion. Although sublimity, Aypsos, is the subject of the ps.-Longinus discourse, 
flatness as an expression for style is not used by the rhetoricians, and signi- 
fies, rather, something purely physical.?? The word for lofty, too, has a poetic 
pedigree in Homer (for example, Iliad 10.16, of Zeus’ throne). Quintus has not 
chosen vocabulary which should alert the reader to the possibility of received 
categories of style, and thus the case for this particular poem as bracketed by 
the author as of a middle style, becomes all the less likely. This line is instead 
a modest type of recusatio, where the narrator states he was dabbling in lesser 
things when the call to write epic poetry came: technical it is not.?? 

We learn, therefore, nothing about Quintus either from the in-proem or 
opening of the poem. Both promote the conceit that this is a Homeric poem, 
and that we should take this one step further. This is still the Ziad, and the 
narrator is still the “same” as the one who originally narrated the Iliad. The 
Posthomerica is positioned as a smooth run-on from the epic archetype, and its 
extreme imitation of Homeric language and style is such simply because this is, 
we are to interpret, still Homer. There is nothing in the in-proem, on the level of 
the narration itself, which could not describe the historically-received picture 
of Homer: Smyrna was of course one of the reputed birth-places of Homer 
in antiquity.?? Similarly, the lack of a proem at the beginning of the poem is 
designed to be seen as a seamless transition from the Iliad. 

This is, therefore, a continuation of the epic of all epics, only more than ten 
centuries later. As a result, all identifiable differences in thematic and ethical 
presentation stand out starkly within the overlying Homeric framework. This 
potential for emblematic difference, bespeaking belatedness, is seen in epitome 
in the poem's ecphrastic representation of the shield of Achilles in Posthome- 
rica 5.9! The shield described (5.6—101), just before the contest for it between 
Ajax and Odysseus (5.123-321),?? is ostensibly exactly the same shield as that 
described in Iliad 18, and given to Achilles at the beginning of Iliad 19, but the 
details on the shield in both the post-Homeric and Iliadic descriptions are dif- 


28 Interestingly, it is used only here in Quintus. 

29 Cf. the famous Vergilian recusatio at Eclogue 63—4, with the discussion of Thomas (1985) 
61-63. On epic and rhetoric in this type of Imperial poetry, see Schubert (2007) 345-347. 

30 See Graziosi (2002) 73-79 for discussion and further references to ancient sources. 

31 For the shield of Achilles in the Posthomerica, see Maciver (2012a) 39-86, and Maciver 
(2007). Important discussion can also be found in Baumbach (2007). 

32 On this contest, see, most recently, Maciver (2012c). 
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ferent.33 How can one and the same shield be described differently, especially 
in an epic which promotes itself as still the Iliad. These differences, therefore, 
take on an emblematic value for understanding the differences between the 
Posthomerica and Iliad on the macro level.?^ The structure of the ecphrasis in 
the Posthomerica follows overall that of the shield in the Jliad—both open with 
a cosmological summary, both demarcate sections on peace and war, and both 
contain arable scenes.?5 At the beginning of the scenes of peace, the narrator 
describes a mountain of Arete. 


aindtatov Ò’ etetvxto Feoxuytw emt Eoyw 

xoi tonyd CabEens Apetiis Spoc: év 8£ xal aÙth 
slotyxXEl potvixos EreuBEBavta xat donc 
pnh pavovoa mpd¢ odpavov. dipl SE ivt, 
atpanitol Gapeecot Stepyouevat axoAónsecoty 
avOownwy dmeovxov &bv TaTov, obvexa oA ol 
eloottiow yaCovto teOymdtes ainà xéAevOa, 
tradpot à' tepdv oiLov dvytov tSpwovtec. 


And highest of all on that divinely-crafted work was the rugged mountain 
of sacred Arete. It stood there mounted on top of a palm-tree reaching up 
to heaven. And pathways all round, made inaccessible with dense thorn 
bushes, kept men back from the sacred way. That is why many would 
shrink bank in awe of the sheer paths, and only a few—toiling up— 


climbed the holy path.26 
Posthomerica 5.49—56 


There is nothing like this on the shield of Achilles in the Iliad. This moun- 
tain is given the most prominent place on the shield: it is highest (line 49). 
The originality of the depiction—namely, that it was built by Hephaestus at 
the very beginning—is suggested by the emphasis on the divine craftsman- 
ship (line 49: 9eoxuytw ¿nì Epyw). This is both the most important image in the 


33 As Katerina Carvounis (Athens) points out to me, in both Quintus and Nonnus the shield 
descriptions, games, and theomachies, despite (or because of?) their pointed Homeric 
heritage, are the most markedly different (non-Homeric) parts of each epic. 

34 Adapting, broadly, the discussion at Maciver (2012a) 42-48. 

35 Quint. Smyrn. 5.616 (cosmology based on Iliad 18.483—-489), 17-42 (scenes of war based 
on Iliad 18.509—540), 43-44 (the demarcation is explicitly given), and then 45-96 (varied 
scenes of peace based on the city at peace at Iliad 18.490—508). 

36 In discussing this scene, I build upon arguments found first in Maciver (2007). 


PROGRAM AND POETICS IN QUINTUS SMYRNAEUS’ POSTHOMERICA 79 


description, and one the reader is to envisage as devised by Hephaestus in the 
construction of the shield (reported in Iliad 18). Homer, we are to conclude, 
did not include all of the scenes on the shield in the narration of its making 
in the /liad: Quintus himself leads the reader to this conclusion. The narrator 
at Posthomerica 5.97—98 states that there were countless other scenes depicted 
on the shield by Hephaestus.?? Quintus’ narrator, like Homer's, has access to all 
of the scenes on the shield, but is selective. Moreover, we should understand 
that the narrator of the archaic Iliad read the shield as an archaic reader, just 
as the post-Homeric narrator read the countless scenes, and described some of 
them, as a post-Homeric reader with later cultural expectations.?9 The moun- 
tain of Arete is obviously loaded with allegorical meaning. As I have argued 
elsewhere, the image is first and foremost Hesiodic, but because of a number 
of important intratexts within the Posthomerica, has a strong stoic significance 
too.?? Quintus’ narrator may strive to make this image Homeric, as discussed 
above, but the image is non-Homeric nevertheless. By placing this ethical sym- 
bol on the most emblematic of devices, a shield, and the most Homeric of 
devices, the shield of Achilles, Quintus overlays later, stoic-influenced moral- 
ity onto archaic, non-stoic representations. This is how Quintus reads Homer: 
an Imperial poet, but one who is re-focusing Imperial readers' attention on 
ethical aspects of the Iliad, now with a more modern ethical dimension (as 
presented by Quintus in the Posthomerica). Quintus enlarges and alters what 
was apparently originally in Homer, despite the epic's seemingly Iliadic contin- 
uation.^9 


The Marks of Lateness 


I would like to examine for the first time, in the remainder of this chapter, 
two other sections of the poem which have an important meta-poetical bear- 


37 aa dE popla xeixo xaT dorida texvyevtws / xepoiv Um’ abavatys nuxwvdppovoc ‘Heatototo 
(5-97-98). 

38 See Maciver (2012a) 47-48 for the problems and solutions in reading originality via these 
two lines. 

39 Maciver (2007) 263-267 and for the intratexts, 267-277. The key intertext is Hesiod Op. 
287-292. I use stoic with lower case "s" as Quintus’ Stoicism is most likely an admixture 
of Cynic, (neo-)Pythagorean and later Stoic thought. See Maciver (2014, forthcoming) and 
the seminal article on the mountain of Arete by Byre (1982). 

40 On “reading Quintus reading Homer’, and specifically for the act of reading elicited by the 
Posthomerica, see Maciver (2012a) 7-13. 


80 MACIVER 


ing on Quintus’ epic belatedness: Nestor's song (book 4) and Niobe’s lament 
(book 1). The latter scene appropriates a pivotal Homeric moment which is 
then applied in very different post-Homeric context. Nestor's song, however, 
acts as a narrative device to overcome the information gaps left by the lack of 
a proem. 

Nestor's role in the Iliad as wise councillor with a wealth of experience 
is developed a step further in the Posthomerica: he becomes very much the 
mouth-piece for the poem's moralizing, and reflects or expands upon, on 
many levels, the wisdom-sayings delivered in the primary narration.? One 
of the most famous examples of this role is his consolatory advice about 
the nature of life and death to the grieving Podaleirius in book 6,*? advice 
(esp. 7-66-95) which acts as an exposition of much of the primary narration's 
statements on fate and the afterlife.^* He is also marked out and respected by 
his fellow Achaeans as a knower of old myths (8.480: nañai®v totopt pvðwv), 
and for that he is obeyed. These old myths (in that speech in Posthomerica 
8) happen to be actual events already narrated in the Iliad (specifically, the 
prophecy of Calchas about the fall of Troy, Iliad 2.299—330). Nestor knows his 
Iliad, and expects the same from his audience: he is both a mise-en-abime 
of the poet Quintus and also a symbol of the ideal reader of Homer (which 
essentially is what Quintus himself is, as reflected in his readings of the Iliad 
in his own poem).55 As the first part of the games in honour of Achilles in 
Posthomerica 4, Nestor rises to sing an encomium of Thetis the prize giver, 
and includes in his song both her wedding feast and a summary of the great 
exploits of her son Achilles. His speech on one level acts as a recapitulation 
of events which both precede the Iliad and which are contained in the Iliad, 
from Achilles' sacking of eleven cities, his defeats of Telephus, Eetion, Kyknos, 


41 Cf Maciver (2012a) 109; Vian (1963) xvii calls him “le porte-parole de la pensée stoicisante 
du poète.” On Nestor in the Iliad, among many other studies, see Haubold (2000) 62-64, 
69-75. 

42 On the gnomic statements spoken by the primary narrator, and for the following statistics, 
see Maciver (20124) 92-93 and go-gz: of the 132 gnomai in the Posthomerica (a proportion- 
ally much higher total than in the Iliad, which has 150 gnomai), thirty-three are spoken by 
the primary narrator (only three are in the Iliadic primary narrator's words). As a result, 
the main narrative of Quintus’ poem is unavoidably ethical / proverbial in tone. Nestor 
has the highest total of gnomai of all of the poem’s characters: nineteen. 

43 Further discussion in Maciver (2012a) 103-106. 

44 More specific discussion in Maciver (20124) 111-119. 

45 For Nestor as embodiment of Quintus the poeta doctus, I follow here the brief but cogent 
discussion of Schmitz (2007) 79-80. 
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Polydorus, Troilus, and Asteropaios; and also his killing of Hector, Penthesileia, 
and Memnon (4.150—610). Nestor includes events recounted in the Cypria, the 
Iliad, and the Posthomerica itself.^9 As this knower of ancient stories, he is 
the speaker-symbol of Quintus the poet, recounting the tales which audiences 
and readers had received from three different poets (including Quintus). Thus 
Quintus positions himself as the heir to the post-Iliadic Trojan tales, in place 
of the Aethiopis' account of the deaths of Penthesileia and Memnon. Nestor's 
captive audience are described as hearing things from him that they already 
knew (4.162—163): xoi tà pèv Apyelotow érto xo piévotet xat adtots / u£Xrce (“and he 
performed things to the Argives which they already themselves knew"), and 
this has been taken by some as referring to the tales of Thetis and Achilles 
narrated up to that point in Nestor's account, and by extension to the learned 
readers of Quintus who are already acquainted with the events which Quintus 
(here through Nestor) narrates.*” The actual syntax points here, however, to a 
different scenario, if this meta-poetic reading of Nestor's audience as symbolic 
of Quintus’ readers stands. The pév of line 162 is answered by the àé of line 169: 
ebdyeto Ò dbavatotct xai vića xotov ideq0at (“he prayed to the gods to see a son just 
like this"). Thus Nestor describes, on the one hand, the stature and appearance 
of Achilles (162-168); and on the other, prays that his son might be of such an 
ilk, when he comes to Troy (169—170). The emphatic xai of 162 at the beginning 
conjoins the information about Achilles’ previous exploits with things which 
the Argives already knew, namely, his appearance, since they themselves saw 
him, but did not see all of his pre-Troy exploits. The multiple uses of xai ... te 
(163-168) expands upon «& pév (162), as those very things known are listed. I 
must, therefore, dispute some of the apparently meta-poetic characteristics of 
this passage: what the Argives, did not know were the pre-Homeric events of 
Achilles life, before they saw him. We cannot state, subsequently, that Quintus' 
readers by extension were not fully aware of Achilles' pre-Homeric life. That 
is: according to this interpretation, Quintus' readers did not have access to the 
Epic Cycle, or at least, were unaware of these exploits. This is untenable, and 


46 For the order of events and their inclusion within those epics, see Vian (1963) 142 nn. 1- 
4. Another recounting of the events surrounding the Trojan War, which essentially caps 
off the action of the Posthomerica, is found at 14.125-132, this time in the words of a tis 
speaker. 

47 Specifically Schmitz (2007) 83, on 4.162163; “This attitude of the audience is a clear mirror 
image of the relationship between Quintus' narrator and his audience ... it is clear, then, 
that Quintus uses such intertextual anachronies to provide a meta-poetical commentary 
on his role as a belated epic poet who has to shape a well-known tradition for a learned 
audience.’ 
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while Nestor surely stands as the symbolic extension of Quintus the poet within 
the text, the meta-poetics, in this passage at least, contra Schmitz (2007), stop 
there. 

Nestor sings in hexameters, in a contest, in front of a willing audience who 
award him a prize at the end. Before all athletic events, epic composition is 
given first place. There is a broad model for this pattern. Already in the Odyssey, 
two of Demodocus’ songs act as a prelude to the games of the Phaeacians 
(8104—235) in which Odysseus himself takes part.^? The tradition of compe- 
tition in song is itself ancient,^? dating back to archaic poetic competitions at 
the games.5° Hesiod himself speaks of gaining a prize for his song (Aymnos) 
at a competition in Chalcis (Op. 654—657),?! at the funeral games of Amphi- 
damas.?? So poetic competition within a funereal context has a tradition.5? 
Performances in hexameter recall too the rhapsodic competitions discussed 
particularly in Plato's Ion. 

Emphasis on competition in words (124: civ cyopf &nécv népi àfjptc),5^ and 
pre-eminence in the agora (Nestor is described as pre-eminent in that respect, 
above both Odysseus and Agamemnon—4.123-127) could indicate too the 


48 Vian (1963) 140 n. 4 also points to the potential for a singing contest in the Iliad, at 23.886, 
if the variant phpoveç be read for the (surely correct) fjuovec—cf. Plutarch Quaest. Conv. 
675a. Thus, Quintus, in typically Alexandrian fashion, could be signalling his reading of 
the variants at that place in the Iliad. 

49 One thinks first and foremost of the performance of Pindar's Odes, on which, see Carey 
(2007) 199-210. 

50 Plutarch discusses this at Quaest. Conv. 674d-675d, with reference to the Pythian games 
and the famed contest between Homer and Hesiod. 

51 Plutarch Quaest. Conv. 675a athetizes these lines—for which, see West (1978) ad loc. There 
is insufficient evidence to doubt their genuineness. 

52  Hymnos there is used in the more ancient general sense for narrative or didactic poetry 
(see West (1978) 321). 

53 Cf. West (1978) 320-321 for discussion and references. The terminology used for the 
manner in which Nestor performs his praise of Thetis and Achilles is important: he begins 
by hymning Thetis (Üpveev, 129), and proceeds to celebrate with song and dance, perhaps to 
musical accompaniment, as the verb péAnw seems to suggest (147, 163), but his verses are 
most certainly hexameter, even though his song is reported in indirect speech (ënesow, 
171, makes this clear). It is most likely that Quintus is applying the more traditional 
significances to these verbs: hymnos, as discussed for Hesiod, need imply only doià/ (song), 
especially given the emphasis on hexameter. For the praise aspect of péànw, cf. Il. 1.474 
(with Ls] s.v. 11. 2) with the entry in LexfFrGrEp. for further references. 

54 Quintus uses fjgi twenty-five times, in varied contexts, from martial fighting to quarrels. 
An interesting use in Homer occurs at Od. 8.76, in Demodocus' song about Achilles and 
Odysseus quarrelling in words at the feast of the gods. 
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types of epideictic performance found in the peak of sophistic oratory of the 
early Roman Imperial period, or the so-called Second Sophistic. The categoriza- 
tion, as characterizing prose writing and performance, is not a suitable label 
for the Posthomerica, despite some attempts in that direction in recent schol- 
arship,?* but there are certainly elements throughout the poem which empha- 
size rhetoric. The Hoplon Krisis in book 5, in particular, contains traits which, 
in some respects, resemble the rhetorical exercises typical of the early Impe- 
rial period.56 More recently, scholars have argued that parts, or all, of Quintus’ 
poem were designed primarily to be performed.” What the scene does rep- 
resent is virtuoso composition on a chosen mythological theme, for a given 
audience. Nestor stands in the middle (118 and 128: &v(i) pégoorow; 147: unte 
pew ev ayOvi, nob Ò duptaye adc), a position reserved for speaking and judg- 
ment, but emphasized here as the middle of the agon:5* Nestor is competing 
(albeit against no opponent, but for a prize, as part of the games). Similarly, a 
sophist would rise to speak extemporaneously on a theme chosen on the spot, 
and if well-delivered, would receive the acclaim of a similarly well-educated 
audience: all was in essence a display of learning, and the speeches themselves 
constructs of a very rigid and traditional educational syllabus.5? While Nestor's 
encomium belongs to an early tradition of funerary song, the Imperial setting of 
Quintus' poem, and especially its early readership, elicits a more contemporary 
interpretation too.®° 

Quintus rarely emphasizes geographical phenomena other than those found 
in the Homeric poems too. In the case of Niobe, he alludes to Achilles' mytho- 


55 Esp. Baumbach and Bar (2007) 8-15, and Bar (2010). See my opposing arguments in 
Maciver (2012a) 17-18 and esp. Maciver (2012c) 602-607. 

56 Discussion in Maciver (2012c) 604—606. Eustathius commented that Quintus’ representa- 
tion of the contest was rhetorical (1698.48). 

57 Cantilena (2001). At a recent conference, too, on Imperial Greek Epic (Cambridge, 2013), 
the idea of Quintus' performance was frequently raised as a realistic possibility. 

58 For Martin (1989) 95, all speeches in Homer are agonistic, but Nestor here in Quintus is 
competing for a prize. 

59 Discussion passim. in Whitmarsh (2005), and see too Anderson (1993) 55-64 on epideictic 
meletai. 

60  Idonot wish to argue this point too strongly: we do not have enough evidence to suggest 
that Quintus' epic, in part or whole, was performed. What is evident is the influence of 
rhetorical progymnasmata in certain areas of the poem, especially ecphrasis, encomia 
(like this one), and chreiai (in Quintus, in the form of mythological paradeigmata)—the 
most recent (excellent) work on this is Miguelez-Cavero (2008). The problems in recent 
scholarship on this theme (esp. Miguelez-Cavero (2008)) is that the poetic tradition has 
too often been ignored, as a result. Cf. my review of that book—Maciver (2013). 
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logical exemplum in Iliad 24 in a most unusual manner, one which, again, points 
to the chronological distance between the two epics. 


Apycatov ò’ edhuaccev doniptros ToAvmoitys 
tov texe Sta Néarpa nepigpovi Oeroddpavet 
pulo" ev Aeyéeoaty Oral UimvAw vipdevTt, 
Yit Geol NidByv Adav 0£catv, he Ett Sdxpv 
295 TOVAD dA c'tupeAf]c xatareiBetat Wipobe TETENG, 
xal ol cvotovaryodat poal moAunxeos "Epuou 
xai xopvpal LirbAov meptprpceec Ov xaddmepb_ev 
&xOpY, pnAovopotow cel nepinréntaT outyAy’ 
3j Se née peya adua mapecovpevoiat Bporoicty, 
300 oUvex’ Eolxe yuvaixi MoAVoTOVY ý T ¿ni AVYEA 
TrevOet uupopévy páda Lvpla Scour yever 
xoi TO LEV ATPEKEWS PIS EUMEvo, ÖNTÓT’ dp’ adTHV 
THAdEV dOpncEtac: nhy SE ol Eyyd¢ ixar, 
gatvetat ainnecou metoy LinvAord T droppw€. 


And warlike Polypoetes struck down Dresaeus whom brilliant Neaera 
bore to wise Theiodamas when she had mingled with him in bed under 
snowy Sipylus, where the gods turned Niobe into stone, whose great tear 
still flows out from the hard rock above, and the streams of resounding 
Hermus groan out in response and the broad peaks of Sipylus, down from 
above which a mist, hateful to shepherds, always flies about. And she is 
a great marvel to all mortals who pass that way, because like a woman in 
great grief she pours forth countless tears, mourning as she does in her 
bitter sorrow. And you would say that it truly was the case, were you at 
some point to view her from afar. But when you come close, the sheer 
rock of Sipylus, broken off, appears. 


Posthomerica 1.291—304 


This is a vignette, an elaboration on the death of a minor hero, whose home or 
origin is given added emphasis in the narrative, for the sake of pathos—a typi- 
cal Homeric battle-scene device.® In this case, there is an unusual elaboration 
of detail for Mount Sipylus, where Neaera had conceived the warrior Dresaeus, 
the Lydian hero here stuck down by Polypoetes. Quintus uses the extension to 
provide further discourse on the original Niobe mythological paradigm spoken 


61 Most thorough discussion is still Beye (1964). 
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by Achilles to Priam at Iliad 24.602-620—the point of the tale being that, as 
Niobe could eat despite her extreme grief, so should Priam. Achilles alludes to 
the possibility (24.614—617) that Niobe, as a rock in Sipylus, still weeps. He dis- 
tances himself from the definiteness of this point through his use of xov and 661 
gaat (614 and 615): vv 8£ mov v nétpyow, ev obpscty olonóAotcty / £y LimvaAw, 601 
paci 0gov Eupevat edvac / vuupåwy, at T ip! AyeAwtov eppwaavto, / EvOa (Boc 
nep Eodoa Bev Ex xndex Teco (614—617).9? Quintus concretizes what is only 
alluded to by Achilles.®? The reader can now visit this very rock and see for 
him/herself that it actually is there, and if one looks far away enough from the 
site, it does indeed look like Niobe weeping.9^ What Achilles initially localized, 
Quintus verifies: what is potentially only fictional for the sake of the story, is 
actualized by Quintus, and is verifiable by the reader. Thus, Quintus vouches for 
the veracity of the Homeric tale, and counters the doubt cast on these verses 
by the Alexandrian scholia.®> Quintus therefore marks out his belatedness as 
a later visitor of Homeric “landmarks”. The meta-poetic bearing of ëtt 8dxpu 
(294) is also clear.96 Niobe was crying when Achilles spoke his paradigm, and 
is still crying when we receive this vignette in the Posthomerica. Ad-hoc poetic 
production, like Niobe's tears, but especially like Achilles' Homeric narration 
of those tears, flows easily on within Quintus' poem. He is part of this contin- 
uum of production, despite chronological distance. Moreover, because of this 
chronological distance, Quintus and his readers react to and re-mould Homer's 
poeticisms and narrative. Like Niobe who is now rock, and a great wonder to 


62 “And now, I guess, among the rocks, among the deserted mountains in Sipylus, where 
they say the beds of the divine nymphs are, who danced around Achelous, there—though 
stone—she broods on the sorrows she has received from the gods." 

63  Inthis way, he mirrors the scholion AD on Il. 24.602, where it is stated that one can still 
see this rock. 

64 Quintus seems to follow very closely here the account in Pausanias 1.21.3. Pausanias, like 
Quintus, writes of the two perspectives—from close-up, and from afar. Vian (1959) 131 
wishes to see in the poem's careful description of the location evidence that Quintus was 
actually from Smyrna (which is in the vicinity of Sipylus), but there is nothing in Quintus' 
account which he could not have gained from Pausanias. 

65 For which see Richardson (1993) 341-343. The bT scholia, on I. 24.614—617, insisted that 
the lines should be athetized since Achelous was in Lydia, not near Sipylus. For solutions 
to this and other apparent problems, see Richardson loc. cit. 

66 Nonnus (28.428—429) makes similar use of Niobe's still-flowing tears, drawing perhaps on 
Quintus himself: cicétı 8dxpua AciBet / upaot retpaiotow ("she still pours out tears with her 
rocky eyes"). Nonnus makes extensive use of Niobe: 2459-160, 12.79-81, 130-132, 48.406- 
408, 417, 424—432, 455-456. Cf. too Ovid Met. 6.301-312. 
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those who behold her (299: fj òè méde uéya Sadpa napecovpevotat Bporototy),97 
Homer's epics are stable literary landmarks which produce reader-responses. 
In Quintus' production of the Posthomerica he can, on multiple occasions, sig- 
nify his relationship to the Homeric epics, by reading, recreating, and expound- 
ing them. 

Noticeable within the passage, too, is Quintus’ inclusion of a famous Iliadic 
simile: the mist which is hateful to shepherds (298) recalls Iliad 3.11, where 
the dust cloud raised by the advancing troops is similarly compared. Quintus 
alters, however, his word for shepherd: where the Iliad has notyeow ob tt qv, 
Quintus has £xOpy, urAovópotaty, a noun which does not occur in early epic, but 
which recurs in late epic, especially in Nonnus.®* Quintus has appropriated this 
Homeric simile and has inserted it within a passage which contains so much 
evidence of lateness of composition, and has exchanged for shepherd a late- 
epic word for an early-epic one. Despite Quintus’ seamless transition from the 
Iliad, and his own carefully constructed Homeric persona for his narrator, he 
leaves signs of lateness for readers to spot, who, like him, have read their Homer 
with minute care. 


Conclusion 


To write Homeric epic almost a millennium after Homer will inevitably bring 
with it signs of lateness. Quintus constructs an epic to remove such differences, 
to be still Homer, only to posit footnotes which point to the manner in which he 
wishes his epic to be read vis-a-vis the Homeric poems. Lateness is a position 
of advantage: as a reader of Homer, Quintus can insert within his macro- 
narrative readings of those epics which have been imitated and puzzled over 
by every other post-Homeric poet and scholar. He can also, more immediately 
in terms of reception, continue the tales of Troy through a medium in which 
parts of those tales were already cast. This epic continuation is one which 
both emphasizes connection with the epic archetype, but which advertises 
what post-Alexandrian epic, with its array of Homeric readings, can create 


67 Itis interesting to note the ecphrastic language in this description: 8o (299), e.g., and 
¿nhy S€ oi eyyd¢ boat (303), where the reaction of the reader is elicited. Unlike similar 
signals in the shield of Achilles, the reader may personally attest to these feelings by 
viewing the actual object outside of the world of the poem. 

68  Itoccurs twice in Euripides (Alc. 573, Cyc. 660), nine times in Nonnus, and five times in 
Quintus. 
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as both homage and rival to the richness discovered continually within the 
inescapable, ever-present Homeric poems. In Quintus, we are still reading 
Homer, and will continue to do so. 
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Teaching Homer through (Annotated) Poetry: John 


Tzetzes’ Carmina Iliaca 


Marta Cardin 


on(peiwcar) moony &yán(nv) ely(ev) ó Tetons elg t(òv) Pavpcrotov “Ounpov! 


Homer and Tzetzes: A Prelude 


“The twelfth century was ... a Homeric century;” “Homer was idolized and 


one could have a mental life immersed in the classics.” In Hellenism in Byzan- 


tium, Anthony Kaldellis vividly describes the Komnenian era (ca. 1081-1185) as 


a period when Homeric poetry was especially loved: Homer was read, sum- 


marized, commented on, allegorized, quoted in various works and occasions, 


taught at school, regarded as the father of rhetoric, echoed in order to celebrate 


Komnenian aristocracy. The legacy of ancient Greece was so appreciated and 


treasured that Classicism could become a profession and “Hellenism ... at least 


a vocation" as it did for the grammatikos John Tzetzes (born ca. 1110, died after 


1166), one of the most prolific authors of the twelfth century? 


1 "Note how much love Tzetzes had for the marvelous Homer," cod. Ambr. C 222 inf. (end of the 
XII cent.), f. 234v marg.: see Mazzucchi (2004) 420. 

See Kaldellis (2007) 234-247, 301-307 (quotations from pp. 243, 307) and (2009). I am deeply 
indebted to his investigation on the reception of classics and the classical scholarship of 
the twelfth century. On Homer in the Komnenian era see Basilikopoulou-Ioannidou (1971); 
Browning (1975), esp. 25-29, and (1992); Morgan (1983), who calls Tzetzes “the leading inter- 
preter of Homer"; Magdalino (1993) 400-403 and 431 (on Theodore Prodromos' encomiastic 
poetry in hexameters); Lavagnini (1997) 51-55; Cupane (2008) 253-255; Cullhed (2014a) on 
Eustathios (often compared with Tzetzes); Goldwyn—Kokkini (2015), xvi-xx. On scholarly 
achievements Pontani (20052) 159-178 and (2015) 366-394. The traditional chronology of 
Tzetzes’ life (ca. 110—1180/85) has been established by Wendel (1948) in the only modern 
study we have that investigates both the life and works of the Byzantine scholar (see coll. 
1960-1965). Recently, Grünbart (2005) 424—425 has drawn attention to the fact that we have 
no certain evidence of him living after 1170 (the last chronological datum from his Letters is 
in the middle of the sixties and he was ill), since the authorship of two epitaphs for Manuel 1 
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He had “a mental life immersed in the classics.” He devoured books of 
ancient Greek literature, from the refined verses of Lycophron to the techni- 
cal prose of mathematicians, by having access also to very old manuscripts 
preserved in the libraries of Constantinople (primarily the Imperial library).3 
Books were the spring of his learning: since he was nota god, he needed them to 
be accurate in his writings (Tzetz. Historiae 12.2, 4); when he had no volumes at 
hand, his mind was his bibliotheke (Allegoriae Iliadis 15.87—89), and even if his 
exceptional memory could fail, it enabled him to write rapidly a considerable 
amount of erudite information, as anyone could verify by running to observe 
him at work (Hist. 8.173-180).4 His livelihood was dependent upon that learn- 
ing: he called himself a vooydotwe, “living by his intellectual capacity" (Epistula 


(11180) and for another emperor, maybe Andronikos 1 (11185), is uncertain (the poems are 
edited in Anecdota Graeca pp. 619-622 Matranga and Arco Magri [1961], respectively; see also 
Wendel cit. 2000-2001). A poem celebrating the refortication of Dorylaion in 1175, transmit- 
ted with Tzetzian works (and with the epitaph for the anonymous emperor), is probably not 
by Tzetzes: see Spingou (2011). According to Agiotis (2013), traces of Tzetzes after 170 might be 
found in the epigram on Psellos' commentary on Aristotle's De interpretatione, where Tzetzes 
might have borrowed the comparison between exegesis and pearl discovery from a writing of 
Eustathios dated to 1174-178; but see now Cullhed (2015). Byzantine authors of scholars’ writ- 
ings, esp. Tzetzes, have recently been considered in their own right: see Budelmann (2002); 
Kaldellis (2007) 301, (2009) 32; Cullhed (2014b). Braccini (2009-2010), (2010), (2011) has inves- 
tigated the Carmina Iliaca according to this view. Leone wrote the first overall investigation 
of the poem (19842), as well as studies on its manuscript tradition (1984b, 1985, 1986, 1989) 
and ancient quotations and sources (1984c, 1985b, 1985c, 1991a), which led to the only mod- 
ern critical edition of the Carmina Iliaca (1995). I shall quote other works by Tzetzes from 
the following editions: Allegoriae Iliadis according to Matranga (1850) and Boissonade (1851) 
(I shall indicate different numbering of the lines; Boissonade's text is translated with intro- 
duction and short notes by Goldwyn—Kokkini [2015]); Allegoriae Odysseae Hunger (19552, 
1956); Exegesis in Aristophanis Ranas Koster (1962); Exegesis in Hesiodi Opera et Dies Cardin, 
in preparation (I shall give also lines numbering of Gaisford [18237]); Exegesis in Homeri Ili- 
adem Papathomopoulos (2007); Exegesis in Lycophronis Alexandram Scheer (1908); Exegesis 
in Oppiani Halieutica Bussemaker (1849); Epistulae Leone (1972); Historiae Leone (20077). 

3 Tzetzes’ predilection for ancient manuscripts and his custom of adding marginal notes on 
them have been analysed by Luzzatto (1998), (1999), (2000). See e.g. Tzetz. Historiae 6.399— 
401, with the textual correction of v. 401 by Luzzatto (1999) 157-158 n. 3. Tzetzes could read 
some works now lost, like some poems of Hipponax: see Scheer (1908) 13-16; Wendel (1948) 
2007-2009; Wilson (1996?) 196 and on Hipponax Masson (1962) 42-52; Degani (1984) 80-81. 

4 Inthese passages, Tzetzes justifies some inaccuracies (about the name of Galen's father, a line 
of Empedocles cited by heart, and a Homeric hexameter) by stressing that he had no books, 
because of poverty (Alleg.Il.) or the extemporariness in writing (Hist.). See also Hist. 6.469— 
470, 9.744-754, 10.355-361, where Tzetzes quotes the Homeric line àpyoAéov ðé ue tadta Bedv Qc 
m&vc &yopedoat (“it is hard for me to tell everything like a god", Hom. Iliad 12.176), showing how 


92 CARDIN 


75, p- 109.18 L.), from Aristophanean éyyAwttoydotwe ("living by his eloquence’, 
said of sophists in Aves 1695). As he explained in the historia related to this pas- 
sage (the Histories are a very long collection of poems intended to explain clas- 
sical or puzzling allusions in Tzetzes’ own Letters), a noogastor is “a man who 
composes with thought his writings, exegeses, verse, and poems, and draws 
his nourishment from them" (Hist. 10.768—769).5 Here, Tzetzes lists the kind 
of works he writes as a teacher and under patronage, mainly commentaries on 
the most important ancient Greek authors (e.g. on Hesiod and Aristophanes), 
and didactic poems initiating noblemen to ancient Greek culture and literature 
(like the Theogony, a compendium of Greek mythology in decapentasyllables 
for the Sebastokratorissa Irene). Among these works, his beloved Homer, “the 
all-wise, the sea of tales" (6 ndvaogos, ý PdAacoa cv Adywv, Alleg.Il. prooem. 51 
- Hist. 13.620), had a considerable prominence. 

Tzetzes wrote an extended line by line exegesis on the first book of the 
Iliad with along preface, which outlined previous scholarly engagements with 
Homeric poems (beginning with Aristarchus and ending with Psellos), the 
poet's life and works, the causes of the Trojan War, title, content and form of the 
Iliad. It was like a modern edition, intended for a learned audience of students 
and scholars.’ He also composed the aforementioned Allegories on the Iliad and 


Homeric poetry could be used to emphasize and embellish his own writing (cf. also Exeg.Il. 
p. 6.1738 P., where Tzetzes quotes Hom. Il. 12.176 with the addition of 22.415). The “god” is not 
the Christian one: ‘Epps yàp 6 xpvoóppanıç ob udyetat TH Ahy ("Hermes with wand of gold 
does not contend with forgetfulness’, 9.750, also in De metris p. 332.31 Cramer). These cases 
illustrate how classicists of the twelfth century could refer to pagan deities within the frame 
of rhetoric: see Kaldellis (2007) 245. On Tzetzes’ pride about his ability to remember what he 
read see e.g. Hist. 1.278-281; on Homeric quotations in the twelfth century see Nünlist (2012) 
and Cullhed (20142), 39*—46*. 

5 dvOowmos eyyAwttoydctwp, 7] Mov mpocpvertepwe eimety vooy&otwp tyw, xol cexvo8piov xoi 
xetpwvatla of Adyor pov xabeotHxaTOoV xal cvyypdpuata, olore xoproüpot th mpds why, olerep 
xoi uóvotc yù Statpepouat xTÀ., "I am a man englottogastor, or—to say it more suitably— 
noogastor: my discourses and my writings are my little art and my handicraft; from them I 
earn my livelihood, only from them I am nourished” (Epistula 75, pp. 109.16—110.1 L.; dated to 
ca. 1150: see Grünbart [1996] 210-211). On Tzetzes’ life as a layman compelled to earn his living 
by teaching and writing see Griinbart (2005). 

6 Scdoylop@ cvyypdppata cvvrdttwy, Enyycets / xal otixoug xol mommpata tpeget abtov ex ToUTWV 
(Hist. 10.768—769). 

7 Onlearned commentaries see Kaldellis (2009); on Tzetzes' works on commission see Rhoby 
(2010). 

8 Onthe “useful scholarly 'editions'" emerging in the twelfth century see Kaldellis (2009) 31-32: 
they “anticipate ours in having a scholarly introduction ... followed by the text with massive 
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on the Odyssey, where he summarized and explained the two poems in easy 
political verse for his patrons (at first the empress Irene-Bertha of Sulzbach, 
wife of Manuel 1; then the noble Constantine Kotertzes), providing them with 
Ariadne's thread—i.e. the allegorical interpretation of the main passages—to 
trace their way out of the labyrinth of Homeric poetry and myths (Allegoriae 
Odysseae 24.288-290).? But Tzetzes’ earliest work concerning Homer was quite 
different from both of these. The so-called Carmina Iliaca is a hexameter 
account of the Trojan War with explanatory notes: a short epic poem (1676 
lines)—Aadressed by Tzetzes to his students—which recounts the background 
of the Iliad, what Homer said about the fight, and the events that led to the 
capture of Troy, all with Tzetzes' own annotations clarifying the poetic text. 


2 The Carmina Iliaca: When and Why 


Tzetzes wrote his Carmina Iliaca between the ages of 21 and 28. In the poem, 
he often mentions his unsuccessful adventure as private secretary of an Isaac, 
eparch of Berroia, in Macedonia: slandered by Isaac's wife, Tzetzes was dis- 
graced and forced to return to Constantinople and sell his books—which he 
could still use at 21—for money.!° On the other hand, in the preface of the Exe- 
gesis on the Iliad, written seven or eight years after these events, he refers to his 
earlier verse composition (tò 'juérepov £upevpov Totnuc) inviting his audience 
to read it for a detailed (xoà Aervopépetav) account of the war until the fall of 
Troy (Exeg.Il. proll. p. 67.6—10 P.).! 


scholia compiled by a ‘modern’ scholar such as Tzetzes who had a distinctive personal 
voice." On Homer as Ocean see Pontani (2000) 34 ad Eust. proll. in Od. 96 Pontani, and the 
passages collected by Williams (1978) 98-99. 

9 On the epilogue of the Allegoriae Odysseae (24.276—293) see Hunger (19552) 48; Cesaretti 
(1991) 198-199. Tzetzes offered a large accessus to the Homeric poems also in his Homeric 
Allegories: an account of Homer's life, of the events that precede Achilles' wrath, and por- 
traits of Achaean and Trojan heroes (Alleg.Il. prooem. 41-1207 M. = 41-1204 B.); this proem 
“comprises nearly one sixth of the work" on the Iliad (Goldwyn—Kokkini [2015], vii). 

10  Inschol.Exeg.Il. proll. p. 5.2, p. 4211518 P., Tzetzes says that when he was 21 years old he 
still had books to read, but afterwards he could not use them anymore, because of poverty 
due to a woman (scil. Isaac's wife). Therefore, he was ca. 21 years old when he left Berroia. 
For the doubtful identification of the Isaac of Berroia see Kaldellis (2009) 26-27 and n. 62 
(with earlier bibliography). Tzetzes alludes to this story in Carm. Il. 2.137-159; 3.284—290, 
620—625, 702, 753—756; schol. 3.284 L. His insistence suggests that itis a recent humiliation, 
as Giske (1881) 53 already noticed. 

11 In Exeg.ll. proll. p. 22.4-11 P., Tzetzes remarks that it has been seven, nearly eight years 
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This reference reveals the nature of the Carmina Iliaca: a poiema that serves 
as an introduction to the Iliad for Homer’s readers. The title of the poem 
conveys the same content: Iwévvov ypapyyatixod tod Tčétčov Ta po ‘Ophpov xai 
doa napéyer “Ounpos uéypt xoi Tig dAwoEews Htot Y| pxpopeyádàn "Duc (“Events 
that precede Homer and what Homer recounts extending down to the capture 
of Troy, i.e. the Little Great Iliad, by the grammatikos John Tzetzes”).!2 Tzetzes 
wrote an Iliad that expanded on the Homeric poem (Great), yet small in size 
(Little)? Some manuscripts have headings or marginal notes that separate the 
hexameters into three sections: the antehomerica (406 vv.), homerica (490 vv.), 
and posthomerica (780 vv.), a distinction maintained by editors until Leone. 
Leone stressed that “we can rightly suppose that it [scil. the Carmina Iliaca] 
was conceived and written as a carmen continuum, i.e. without a break"— 
but he retained the traditional tripartition as well as the title, both allowed by 
custom.!* The mention of the work as a single poiema in the Exegesis on the Iliad 


since he has been forced to sell his books. Hence, he wrote the exegesis seven/eight years 
after he was 21. On this chronological frame see Giske (1881) 52-53; Hart (1881) 14; Wendel 
(1948) 1961-1962. The allusion to a metrical work in schol. Carm. Il. 2.312, p. 201.7 L. (Èv Tots 
pexpucoic NUaV cvyypdupacw) might refer to Tzetzes’ De metris, p. 315.6—11 Cramer, which 
was composed after the death of Tzetzes' brother, i.e. after 1138 (see Shepard [1979] 203 
n. 6). If we consider the scholia to be written mainly just after the poetic text—as I am 
inclined to think (see below §5)—this might be evidence for dating the Carmina Iliaca 
between around 1138 and the Homeric exegesis. 

12 Only one manuscript—Vindob. phil. gr. 308 (xvi cent.)—seems to preserve the original 
title, as shown by Leone (1984a) 383-385. pixpopeyáàn, "little great", was read by Tychsen 
(1788) 7 from pixpà peyan (with o supra lineam) of the codex; Hart (1881) 34 suggested 
pixpà xai eydn. The sole other occurrence of the adjective pxpopéyañoç is in the inventa- 
rium of the Acta Monasterii Theotoci Eleusae (Strumica, Macedonia), where it describes 
“big and small basket-shaped lamps" (xavioxia pixpopeyáňa): see Petit (1900) 124 l. 3, 
translated by A. Bandy and N. Sevéenko in Thomas et al. (2000) 1674. The date of this 
inventarium is uncertain, maybe 1164 or 1449: see Thomas et al. (2000) 1668 n. 1. Cf. also 
ueyoAduxpos in Philo Judaeus, De Josepho 142. The codd. Paris. suppl. gr. 95 (X1v cent.) and 
Mon. gr. 546 (1505) have the inscription 'IoavvoO ypappatixod tod TletCov tà 99 ‘Ophpov, 
TÀ ‘Ounpon, xai xà u£8' "Ounpov £v ovvtópy xc Exdo8Evta, copied by Schirach (1770) in his 
partial edition based on the Munich manuscript. Schirach rendered it as “Carmina Iliaca’, 
the title still in use—‘Iliacum carmen" had been the designation fora small fragment of the 
poem published as anonymous by Morel (1616). Tychsen (1788), who integrated Schirach’s 
edition of antehomerica, maintained Carmina Iliaca, while Jacobs (1793), who gave the first 
complete edition, and Bekker (1816) opted for Antehomerica, Homerica et Posthomerica. A 
survey of previous editions is available in Leone (1986) 295-298. 

13 See Braccini (2009-2010) 154. The title is plainly based on Ilias parva (see below § 5). 

14 See Leone (1984a) 385-386. 
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as well as in the Exegesis on Aristophanes’ Frogs and the reading of its verses, 
which flow without interruption, leave no doubt about the unity of the poem.!5 


Tzetzes reveals his aim as nomty in the very first scholium: 


Ó TAPWY route, PlAccdvtoLos àv xal THs WpEAEing THY véov ppovriCav, cuvo- 
Ttc THY TATA Dáda Ev TH Mapovoy BIBAw eEEOeto. piAdunpos 88 eirep vic 
doc teAdy, Errerdy) tivac evptoxe Tov ”Ounpov A€yovtac Satpoviwdets SoEaZerv 
Oeovs, où pny dé Tas tpuyicds Suvapets Kal TOS &otépaç Kal và evoty eto xal TODS 
dopovs ¿viote xal tovs Bactreis Aéyety Geous, tobto Seve xod dvatpEenwv TOV 
Afjpov otótÀv, YPLaTLaVvIxwTaATOS v xai Ev TOIS NUETEPOIS xpóvotc KaMAórac xar 
Movaag xai Geovs qot xal adtdc, Setxvdg me&vTWS Ex TOUTWY wç xoi “OUNPOS 
ott Tadta nAvtTa EAcUBover. 


This poet, loving conciseness and concerning himself with helping the 
young, has synoptically laid out the whole Iliad in this book. Since he 
particularly loves Homer, and he found some people saying that Homer 
believed in daemon-like gods—as opposed to naming as "gods" the psy- 
chic faculties, the stars and elements, and sometimes the wise men and 
kings—, by showing this fact and refuting their nonsense, while being 
absolutely Christian, yet he also tells of Calliopes and Muses and gods in 
our times, and so demonstrates in every respect how Homer himself con- 
ceived all these things in that way. 


schol. Carm. Il. p. 101 L. 


Young students are the addressees of the poet Tzetzes, who writes for their 
advantage. He explicitly refers to them at the end of the poem, where he invites 
"the sons of fortunate parents" (duets, téxva yotpyyyevéov yevetnpwv) to look 
for another scholar who can easily narrate the nostoi of the Achaeans—he 
has now to come to an end because of poverty and the labour required to 
proceed (3.753—760). Brevity and attention to what is useful to his audience 
are recurring themes in Tzetzes' writings: along with clarity, they are the label 
of the teacher and of the rhetor.!6 But what this scholium declares to us is that 


15 


16 


See Tzetz. Exeg.Aristoph.Ran. 897a (11 recension), pp. 954.18-955.4 Koster, where Tzetzes 
lists his works according to their stylistic features and records the Carmina Iliaca as nowtda 
piav, “one composition in hexameters”. 

See e.g. Tzetz. Exeg.ll. proll. pp. 3.6-9 (none of the previous exegetes mind the profit of 
the young and collect an overall commentary on the Iliad in one book), with Cesaretti 
(1991) 130, and Exeg.Op. 596a C. = 594, p. 347-23-27 G. (on bad teachers like Proclus, who 
deafen young students with inopportune words used only to conceal their shortcomings 
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Tzetzes writes as poietes about Iliadic matter, using the same mythic allegories 
as Homer, in order to make clear what the ancient poet himself did, namely 
that he did not believe in the gods he told of, as someone asserts, but believed 
that those gods were allegories.!7 Tzetzes is Christian, but acts the ancient poet 
to show how pd8o¢ dAAnyoptxds is only a refined, rhetorical device peculiar to 
epic poets, namely the most important: 


Tomtal dé dvovopuoc xal xat &&oy |y &xeivot xaArodvtat, obamep tadta yapa- 
ummptle và céocogo* LETPOV NOwWIXdy, u000c dAAnyopIKds, iotopia Yycot mood 
&ory yate, xal Tord A€Etc, yovv hownah xal dErwpatixy xal TH Nowind uérpo 
&opóCouco, arc py xatateTpiuuévy xod y8ouoou]: MoV 88 Ex THY TecodowY 
TOUTWY Ó AMNYOPIXdS uoc TÒ KUPIWTATOV ETL TV TOLNTOV YAPAKTHPLTLA. 


Those who are characterized by the following four elements are named 
“poets” anonymously and par excellence: hexametric verse, allegorical 
myth, history i.e. ancient narration, and specific language, that is a heroic 
and dignified diction and suited to hexameters, not trite and ordinary; 
more precisely, among these four aspects the allegorical myth is the most 
important feature of poets.!? 

Exeg.Op. proll. 60—66 C. = p. 13.714 G. 


as exegetes) and 596b C. - 594, p. 348.7 G. (Tzetzes writes plainly for his audience's 
advantage). cagyveta, "clarity", and cvvropío, “conciseness”, are two of the four virtues of 
narrative: see schol. Carm. Il. 1.20; proll. de Com. X1a3.61—65; Hist. 12.561-584 (where Tzetzes 
disputes with Aphth. Rhet. Progym. 2, p. 3.3-4 Rabe), and e.g. Athan. Soph. proll. in Hermog. 
Stat. p. 1771416 Rabe and Nünlist (2009) 56 n. 106, 208-209. 

17 See also schol. Carm. Il. 1.34c. On his criticism of Psellos’ allegorical interpretation of 
Homeric gods as angels, see scholl. 2.27a, 34, and Alleg.Il. 4.47—49, Alleg.Od. prooem. 53, 
with Cesaretti (1991) 129-140 and Braccini (2009-2010) 161-162. Tzetzes sparsely refers 
to Christian principles in reading ancient literature: see e.g. on the providence, which 
corresponds to pagan ciuappevy, "destiny", Exeg.Op. 563 C. = p. 331.22-23 G., and on the 
Paradise, related to Elysium, Exeg.Op. 171 C. = 169, p. 142.20—23 G.; other examples from the 
Allegories in Goldwyn—Konnini (2015) xiv. Cf. Morgan (1983) 178: Tzetzes “does not mix 
Christianity in his Homer’. 

18 On the four features of epic poets see also Exeg.Il. proll. pp. 44.17-45.6 and 1 p. 7514-16 P.; 
Exeg.Lycophr. proll. pp.1.19—2.3 Sch.; Exeg.Opp.Hal. proll. p. 260, col. 2.1516 B., with Braccini 
(2011), esp. 43-45. Tzetzes’ list was well-known: a later hand (m°) copied it (from the scholia 
on Oppian) on the Homeric codex Marc.gr. z 613 (coll. 868; x111 cent.): see Pontani (20052) 
249. 
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3 The Gods 


The allegorical meanings of gods listed by Tzetzes in the first scholium corre- 
spond to the three ways in which myths could be interpreted according to him: 
Poyinds, otoiyeraxHc, moaypatixac (“psychologically’, i.e. connecting them with 
the motions of the soul; “physically’, i.e. relating them with elements, celes- 
tial bodies, atmospheric phenomena etc.; “pragmatically’, i.e. linking them with 
factual, veridical history).!° He proves these three levels of interpretation in the 
poem: for instance, the withdrawal of Hera, Athena, and Ares from the fighting 
(Hom. Il. 5.699—909) becomes the break of Diomedes’ tricks and Hector’ force 
(Carm. Il. 2.107-11 and schol. 2.109); Athena sent by Zeus to rekindle the battle 
(Hom. Il. 4.73—78) turns into the comet to which Homer compares her (Carm. 
Il. 2.24—25 and schol. 2.25b); Zeus of Crete—where Menelaus goes leaving Paris 
alone at Sparta—is the king Asterios (1.100-106).?° Furthermore, Tzetzes cre- 
ates his own allegories, as in 2.275-293, where he describes the rise of the dawn 
and the alternation of night and day as enmity between Nyx and her daughter 
Eos: in the related scholium he admits that “this whole poetic myth has been 
invented by me.’2! In 2.467—468, he depicts the great sorrow of humans and 
even of earth and sky during Hector's exequies, writing that "for grief, Phoebus 
Apollo disappeared into the clouds; also Zeus cried softly, and the huge earth 
bellowed."?? The related scholium reveals that this is a rhetorical creation by 
him: 


THY copBácoty. ent TH t&Asvtf) "Extopoc yevécOot cxdtwow TOV ve~av xai 
THY pixpàv ErtouBptov xal TS YÅS TH MOXNLATA, YALKUTYTI duc xod PYTOPWV 


19 On the meanings of theos see at least Exeg.Il. proll. pp. 45.9-55-10 P.; Exeg.Op. 1-4 C. = 
1, p. 35.16-36.11 G.; schol. Alleg.Il. prooem. 314, pp. 60035-602.7 M. On Tzetzes’ allegorical 
method see Hunger (1954) 44-52 and (19552) 4-5; Cesaretti (1991) 145-204. 

20 Cf.also on Hera and Athena = 86)01 of Diomedes, and Ares = 6vpoc of Hector Alleg.Il. 6.3—7; 
on Athena = &othp xountys Alleg.Il. 4.66—69; on Zeus = Asterios Hist. 1.476—481. 

21 schol. 2.285a, p. 198.14-15 L.: TO 8& GAov toto MomTIKds uü06c żotı mAACBEl¢ nap’ &uo. 
The passage has been analysed by Braccini (2009-2010) 162-163. Cesaretti (1991) 147 
underlined that "la novità dell'allegorismo di Tzetze non sta nell'individuazione di queste 
tre vie del mito, ma nel suo procedimento di contestualizzazione, dove l'elemento mitico 
viene limitato al campo specifico del linguaggio poetico di Omero (e non della sapienza 
ellenica, come in Psello).” See also Kaldellis (2007) 246 and (2009) 27. 

22 mevOetd’ ev vepeecaw edtoato GolBoc AndMwv: / hpépa Sdxpuce xal Zevc, pone dé yala teAwWEY 
(Carm.Il. 2.467—468). 
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Sewortytt nepBeuevos alabyow TH HAtw ATóMwvi xai TH Att oùpav xai tH YH, 
onpi xovipw AnóMAwvoç ev toig vépsct xai Atóc Saxnpva Sick mévOoc yeyovóta 
"EXTOPOS. 


By using rhetors’ sweetness and eloquence, I give feelings to the sun, 
Apollo, and to the sky, Zeus, and to the earth; and I call the darkening 
of the clouds occurring because of Hector's death and the light rain and 
the earth’s roars Apollo’s disappearance into the clouds and Zeus’ tears, 
due to the grief for Hector. 

schol. 2.467, pp. 20815-109.2 L. 


Myths involving gods only have a rhetorical meaning.?? In the plot of the 
Carmina Iliaca, their presence is reduced to an embellishment, and gods do 
not influence the action as in the Iliad. Consider for instance how Tzetzes 
condenses the long episode of the duel between Diomedes and Aeneas (Hom. 
Il. 5.297—453): the intervention of Aphrodite and Apollo in defence of Aeneas 
becomes the poetic image of Aeneas' loss of desire for fighting and his flight 
into the temple of the sun (Carm. Il. 2.72—77). Tzetzes’ interest —and that of his 
contemporaries—is devoted to the historia, to the events that were recognized 
as part of the world history.?^ 


4 The Tale of the Trojan War 


A sketch of the content of the Carmina Iliaca is given in the prologue, where 
Tzetzes invokes the Muse of epic poetry, asking for a recount of the Trojan War: 


&pyoA£ou ToAELoLo péyav móvov "TAtoocoto 
Évverte, KaArtoreta, by’ Y uevéprioty cordatc, 
&oyfje & excerde xal &c véAoc e€epeetve, 
2& öteo IIplottoc Aoryóv Towecat puteve 

5  Avorapt odAdpevov, &oxhv moéporo xaxoto, 
THY vóoc oùx Epeetvev ‘Ouypov xvdaAtuoto. 
ëvvene Ò Apyeing ‘EAewg épósocov onwnyy, 


23 Myths and exempla give “sweetness” to discourse: see Hermog. Id. pp. 330-339 (esp. 
330.18-23) Rabe; Men. Rh. De Enc. 389.1217 Russell-Wilson. 

24 See Cupane (2008) 254-255. In the chronicle of Manasses, a contemporary of Tzetzes, 
there are no gods in the account of the Trojan War (vv. 1108-470): see Browning (1992) 141; 
Pontani (20052) 163 and below § 6. 
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15 


TAS TE Juv Hyev AdeEavdpos Lnd&ptye Tpoinyv. 
ëvvene òè mÀóov EMhvwv xoi vas dicor 
inè dé ImnAeiðao xótov xoti dAEboov "Ayo, 
Zapnnåóvtoç IotpóxAou te xoi “Extopos oltov 
inè òè IevOec(Aetety, xoveny dvtidvetpav. 
were Ò’ Aidténwv otpatov vid te Hpryeveing. 
ppåčeo ð Aiaxtdao nótuov Saxpudevta 
Evdpdnvady te dee xal view Aiaxiðao 

pavteiaç 9 'EAÉvou xai AAcEdvdpoto pova. 
aime dé xal mtoAinopbov Eneioð Sovpeov inmov, 
&lcóxev jiotwoe TeAWPLO teiyea Tpoing. 

TAOTA Lol evTatEepeta, Atóc TÉXOÇ, Evverte Modon. 


Tell, Calliope, of the great trouble of the painful Trojan War, through 
my verses; sing it from the beginning and explore it until the end, from 
the time when Priam gives birth to the ruin of the Trojans, the accursed 
Dysparis, the start of the evil war, which the mind of the illustrious Homer 
did not investigate. Tell of the lovely appearance of the Argive Helen, 
and how Alexander brought her from Sparta to Troy. Tell of the fleet of 
the Hellenes and all the ships. Tell of Peleides’ rancour and the ruin of 
the Achaeans, the fate of Sarpedon, and of Patroclus, and of Hector; and 
tell of Penthesileia, the girl that opposes men.” Tell of the army of the 
Ethiopians and the son of Erigeneia. Show the tearful fate of the Aeacides; 
sing Eurypylus and the son of the Aeacides and Helenus’ prophecies and 
the murderer of Alexander. Tell also of the city wasting, wooden horse of 
Epeius, until it destroyed the mighty walls of Troy. Muse, daughter of a 
noble sire, child of Zeus, tell me these events. 


1.1-19 


In accordance with this summary, the plot of the poem can be outlined as 


follows. The tale of Paris’ birth and Helen's abduction (1.40153) is preceded 


by a little introduction about the previous sufferings of the Trojans (Heracles 


sack and the Amazons' assault) and the Moirai's decision about a new pain 


for them (1.20-39); it is followed by a short account of the first phases of the 


25 


I translate the epithet antianeira according to Tzetzes’ explanation: àvti&vetpatv: THY vavt- 
ovpevyy cvdpcatv, moAguxny (schol. 112a, p. 10542 L.). The proper meaning is “equal to men", 
but ancient Homeric exegetes interpreted it also as *opponent to men": see e.g. schol. D 
Hom. Il. 3.189, p.146 van Thiel; Apoll. Soph. Lexicon Homericum p. 31.1618; with Blok (1995) 
160-164, 169-185. 
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war (1.154—285), which lead to Palamedes’ death, the true reason for Achilles’ 
wrath (1.286—406). The anger of Achilles (2.1-14, 228-233), Patroclus return to 
the fighting (he kills Sarpedon) and his death at Hector's hands (2.219227), 
and Achilles killing of Hector, with the Trojans' claim to his corpse and the 
exequies (2.240—490) are the central events narrated by Homer (corresponding 
to Iliad 1, 16-18, 22-24): the rest of the poem is abridged in vv. 15-218 (Iliad 
2-15) and 234—239 (Iliad 19-21), with a focus on battles and killings. Tzetzes 
devotes the major part of the Carmina Iliaca to the posthomerica, which are also 
well summarized in the prologue: the two great heroes who come to help the 
Trojans, Penthesileia (3.1-211) and Memnon (3.212-350); Achilles’ death (3.351— 
480); the deeds of Eurypylus and Neoptolemus, who eventually kills Eurypylus 
(3.518-568); Helenus' prophecies that call for the return of Philoctetes with his 
arrows, which shot Paris dead (3.569—601); the building of the wooden horse 
and the capture of Troy (3.629—743). A few lines recount of the dispute over 
the arms of Achilles with Ajax' suicide, Polyxena's death and the theft of the 
Palladium (3.481—517), and a second venture of Odysseus and Diomedes in Troy 
(3.602—628). In the epilogue, Tzetzes alludes to the Achaeans' nostoi and gives 
chronological information about the capture of Troy (3.744—780). 

In telling this story, Tzetzes made his choices. He selects the birth of Paris 
as starting point of the war, giving the beautiful Helen only a secondary role, 
as in Colluthus (she is never depicted negatively).?6 He focuses on the story 
of Palamedes, the wise hero who invented the letters, to whom he felt so 
close.2” He abridges the Iliad plot by turning it into a list of woundings and 
killings, but expands on the 24th book (218 lines out of 490!) by increasing 
the Homeric narrative with an enlarged embassy of the Trojan royal family 
to Achilles (the appeals of Priamus, Andromache, and Polyxena) and the long 
cortege mourning on Hector's corpse.?? Tzetzes shows his fondness for retelling 
the Posthomerica, in particular the stories of Penthesileia and Memnon—those 


26 Paris birth is the instrument of fate to cause the Trojan War: see Carm. Il. 1.5, 30-31, 38- 
39 and Exeg.Il. proll. pp. 59.17—-60.2 P., where Tzetzes states his preference for the story 
that starts with Hecuba’s dream and Paris’ birth. His sources are Apollod. Bibl. 3.12.5 and 
Io.Mal. 5.1-2 Thurn: see Patzig (1901) 386-387. Cf. also Manasses 1119-1149, with E. Jeffreys 
(1979) 211-212, 228—229 about Manasses ' relationship with Tzetzes. On Colluthus' negative 
portrait of Paris (he is ó àpyéxoxoc moAmtyg, v. 392) see Magnelli (2008) and Paschalis 
(2008) 142-143. On Tzetzian allegory of the judgment of Paris see below § 5. 

27 On Tzetzes love for Palamedes see Duchataux (1901) 248-249; Braccini (2009-2010) 167- 
168; Pontani (2009) 12. On Palamedes' death as the cause of Achilles' anger see also schol. 
2.2 and Leone (1984a) 389-391. 

28 Note the simile that depicts Achilles' emotion: at the sight of Hector's children (they are 
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narrated by Quintus of Smyrna, his main source here—with a lively narrative 
enriched with similes: Penthesileia holds a shield adorned with a picture of 
herself disputed between Ares and Eros (3.63-72); a rhetorical question opens 
the simile that describes the carnage of the Achaeans, whose corpses cover 
the plain of Troy as snow due to Boreas/Penthesileia blowing (3103-110); Ajax 
and Memnon go head to head like the bulls depicted by the pseudo-Oppian 
(3.320-328 with schol. 3.320, see [ Opp.] Cynegetica 2.43—71).?? In these passages 
we see the author: Tzetzes decides how to tell the story—he does not write a 
plain summary—and plays with the typical elements of epic narrative (as in his 
aforementioned allegorical creations). "Erudite invention" is the happy term 
coined by Tommaso Braccini to define the Carmina Iliaca: inventiveness and 
learning coexist in this work both scholarly and poetic.*° 


5 The Voice of the Muse: Tzetzes’ Learning 


The account of the Trojan War starts, as we have seen, with the suffering previ- 
ously experienced by Troy: “Certainly, Troy suffered for wars before" (1.20).?! In 
schol. 1.20a, Tzetzes remarks that the Muse, allegory of knowledge, is personi- 
fied and supposed to speak here: “The expression ‘jjtot pév’ is also a personifi- 
cation: the poet introduces his own knowledge as a Muse that speaks and nar- 
rates.”32 In his commentary on the Iliad, Tzetzes explains that epic poets used 


two: see below § 5), he pales and restrains his tears as when clouds cover the sun, but wind 
(= Achilles’ thymos) impedes rain (2.368—380). 

29 The picture on Penthesileia's shield seems to have no parallels: see Braccini (2009-2010) 
170-171. It might be inspired by Quintus of Smyrna's description of Penthesileia's arrival 
at Troy (Posthom. 1.18—61), where the heroine is said as beautiful as the goddesses (v. 19) 
but with the spirit of a warrior (v. 27); charis and alke are blended in her face (v. 61): see 
Vian (1963) 14 n. 4; Bár (2009) 238-239. On Amazons in Byzantium see Dostálová (1993). 
On Borea simile cf. Hom. Il. 19.357364. On Oppian's description of the fight between two 
bulls, note that he compares the crash of their horns to the collision between two ships 
during a naval battle: symmetrically, Tzetzes compares the crash of the shields of Ajax and 
Memnon to the smash of bulls’ horns. Other similes are in Carm. Il. 2.46—51 (see Braccini 


[2009-2010] 158-160), 259—263, 470—477; 3269-278, 300-301, 398-400, 567—568. In 2.179 
a Homeric simile (Il. 8.247—251) is abridged into one hexameter. For Tzetzes’ treatment of 
Homeric similes in the Allegories see Godlwyn-Kokkini (2015) xviiixx. 

30 See Braccini (2009-2010), esp. 171. 

31 (rot pèv Tpoin xoA£gotc npótepov poyeeoxe (Carm.Il. 1.20). 

32 ot dé TO “Htot u£v" xal mpoowronotta thv yàp idiav yvaow c Modody twa mapevoctyet 
Aéyovcay xal 8wyoupévwv (p. 108.20—22 L.). 
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to do it, as Orpheus, who comes from the Thracian district of Libethron, shows 
in saying: “‘And now, Muse, maid from Libethron, tell me’, instead of ‘O knowl- 
edge of me who is Libethrian’” (Exeg.Il. 1.1, p. 75.7-8 P.).33 This Muse/knowledge 
invoked by poets “is not the natural and untaught intelligence": it is “the knowl- 
edge acquired through education" (Tzetz. Exeg.Op.1.0—11 C. = p. 29.1314 G.).34 
Hence, the Carmina Iliaca are not an impersonal narrative: there is a specific 
voice speaking, the voice of the learned teacher and scholar Tzetzes.?* 

Tzetzes breaks into the story not only by retelling his own personal experi- 
ences with evil women and wretched employers—the aforementioned events 
at Berroia—but especially by underlining his own interpretations of myths 
and his investigations of ancient sources.?9 For example, in 1.65—75, where he 


33 "vOv & eye pot, xotpv, Aeif Optic, ëvvene Modoa”, vcl tod, "à Yvàotc épo tod AciByApiov’, 
quoting Max. Tepi xatapyav 141 ('Orph. fr. 771a Bernabé). See also Exeg.Il. proll. p. 46.15- 
47.5 P.; Alleg.Il. 1.4-5, 2413-114; Alleg.Od. 1.33. In the scholium on Hom. Il. 1, after the 
words quoted above, Tzetzes imitates Orpheus’ verse: “as I, too, could say in like manner: 


u 


‘and now, Muse, maid from Costantinople, tell me” (onep äv tows eirov xéyo- "vov 3 
&ye pol, xoveN Kwvotavtiac, ëvvene Moto", p. 75.5-10 P.). This fictitious line by Tzetzes is 
still published as Orph. fr. 771c Bernabé, for the reason that previous editions of Tzetzes' 
exegesis was based on a manuscript (Lips. gr. 32, XIV-XV cent.) that omits the words 
from vóv 8' dye uot (beginning of Orpheus’ line) to xayw (before Tzetzes line) due to a 
saut du méme au méme: see Hermann (1812) 5014-15 and Bachmann (1835) 775.36-38. On 
Orpheus and Libethron cf. at least Tzetz. Hist. 6.941-944. The same pattern—with the 
Muse Calliope - the poet's knowledge invoked at the beginning of the poem and then 
personified and supposed to speak when the narrative starts—is outlined for Hom. Od. 
11 and n by scholl. Hom. Od. 11j and naa-3, pp. 7, 21 Pontani. On the Muse as personal 
knowledge of the poet cf. also Eust. Il. 1.1, 1 p. 15.21-23 van der Valk; Eust. Od. 1.10, p. 36.3-4 
Cullhed; schol. T Hes. Theog. 16b, p. 2215-16 Di Gregorio. 

34 Modon yév &exty ý dtd madedoews yuOats, ody ý adtopuns xai ddiSaxtos Ppdvyats. The long 
note on Hes. Op.1 (pp. 24.24-34.22 G.) is a small treatise on the Muses and their allegorical 
meaning; here, Tzetzes’ allegory of the Muse/Muses as knowledge is largely explored (a 
passage is translated in Pontani [2015] 380-381). Cf. Alleg.Il. 2.13-114: etta náAw 6 “Ounpos 
xoi tpóc TAS Movous Aéyet, / THY -uHow TAVTWS THY adTOD THY ¿x TOV LAOncTwV. 

35 AsCullhed (2014a) 34-35 brilliantly underlined, “Eustathios and Tzetzes ... both propagate 
ideas found in Imperial age texts claiming that Homer re-used works of previous writers 
... the poet is presented as a professional writer working from various written sources ... 
Homer, according to this view, operated under condition not very different from those of 
Tzetzes himself when he produced his Antehomerica, Homerica and Posthomerica." 

36 On the allusions to Berroia episode, Kaldellis (2009) 26 noted that: “these bitter digres- 
sions, dubiously linked to the Trojan War, illustrate Tzetzes’ inability to keep his troubles 
and comically annoying personality out of his scholarship.” See also M. Jeffreys (1974) 149. 
Braccini (2010) underlined how the wound on his pride affected Tzetzes’ narration of the 
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reveals the real meaning of the judgment of Paris,?” i.e. his peculiar and well- 
known allegory that identifies Paris with a rhetor composing a treatise on the 
origin of cosmos.?? In telling of Helen's capture and of the enmity between 
Odysseus and Palamedes, Tzetzes stresses that the mythical versions followed 
by him are the true ones: “Many err in this way, upsetting history; but I told 
with all accuracy, how each of these events happened. All other tales are non- 
sense” (1151153); “All these tales are false ... I will tell the truth, as it happened,” 
(1.308, 310).39 Orpheus has taught him not to lie to men.^? This truthful nar- 
ration is the outcome of a learned inquiry into ancient sources. Tzetzes can 
openly argue with them, as just seen; however, he can also present different 
versions without disputing, simply proving the breadth of his knowledge (espe- 
cially in the posthomerica).^! In the proem of his Allegories on the Iliad, Tzetzes 


Trojan War: he gave some place to the theme of devoted women contrasted with adul- 
teresses, as evident from the episode of Laodamia, who committed suicide because of 
Protesilaus’ death, followed by Tzetzes’ praise and catalogue of virtuous ancient women, 
opposed to “the shameless, wild women, Phylonomai, Phaedrai, and painful Stheneboeai" 
(see Carm. Il. 1.227—245; quoted words: àvou8£ec, &ypuó&upot, / Puñovópar, Patòpar UOeveBorat 
T dhyeddwpol, vv. 244-245). 

37  QÙTĂp ¿pot 8oxéet T65e Awiov ëupevat Mo, "however, the following, different interpretation 
seems better to me" (Carm.Il. 1.65). 

38 See more in detail Exeg.Il. proll. pp. 61.17-65.1 P. and Alleg.Il. prooem. 235-315 M. = 236—316 
B., with E. Jeffreys (1978) 126-131. In Carm. Il. 1.65, Tzetzes objects to the allegory of Paris as 
rhetor composing only an encomium to Aphrodite as desire (éri&up(a); in Alleg.IL prooem. 
241—248, he explains that this interpretation, for which he mentions John of Antioch (John 
Malalas of Antioch: see Tzetz. schol. Alleg.Il. prooem. 245 M. = 246 B. and Io.Mal. 5.2, ll. 25- 
34 Thurn), is inferior because it neglects some elements of the story, such as the wedding 
of Peleus and Thetis. When Tzetzes mentions John of Antioch, he always alludes to John 
Malalas: see Patzig (1901); Roberto (2005) 163. 

39 . Ggdpo noMol rA &tov0' iatopinv expoBéovrec: / adTdP Eyw épéetvo TaVvaTpEKEWS &yopevwyv, | WC 
x&v Exacta yévovto. TÀ Ò’ HAN’ dvepwAa nd&vta (Carm.Il. 1.151153); we086ot návta TETUKTECLL ... 
tadta Sé Tot Epew vyeptéa, dc Tep ETUYOY (1.308, 310). In the first passage, Tzetzes disputes 
with Lycophron (12-143), Colluthus (202-205) and Stesichorus (PMGF 192): see scholl. 
1.147, 149. 

40 ‘Opgeds ydo pe didakev ... “tevded uh mote uü0ov enonety dvowmoicw” (3.705-706, see 
Orph. Lithica 400—402, quoted in schol. 3.705). Here, Tzetzes disagrees with Triphiodorus, 
according to whom the capture of Troy did not happen in winter, but in spring (as in other 
sources): see 3.700—701 with schol. 3.700, and on Tzetzes’ dating of Troy's fall 3.761—780 
with ancient sources discussed in Fowler (2013) 543-545. On the truth as “unico arduo 
scopo della sua [scil. of Tzetzes] ricerca" see Luzzatto (1999) 155-156. 

41 In addition to the quoted passages, different versions of myths are offered in 2.244—254 
(on Hector's death); 3.1316 (on Penthesileia coming to Troy), 209—211 (about Penthesilea’s 
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says to his patroness that, from him, she could learn all about the Trojan War: “as 
if you had read Homers, Stesichoruses, Euripidolycophrons, Colluthuses and 
Lescheses, and Dictys, who wrote a good Iliad, Triphiodoruses and Quintus.’44 
These are his own sources for the writing of Carmina Iliaca, with the addition 
especially of Flavius Philostratus’ Heroicus, Orpheus’ Lithica, Apollodorus’ Bib- 
liotheca and the Byzantine chronicle of John Malalas. From Lesches, Tzetzes 
stole one line trasmitted by a scholium on Euripides’ Hecuba 910 (Ilias parva 
fr. u Davies = 9 Bernabé = 14 West, used twice in 3.720, 733: see schol. 3.720), and 
he is the only source of a line from Stesichorus’ Palinode (PMGF 192, ap. schol. 
1.149, cf. also Exeg.Lycoph. 113).*? Tzetzes often displays his learning in minute 
observations, for example about the children of Hector and Andromache (two: 
2.318-319, 734) and of Helen and Paris (four: 3.442).44 Sometimes, he plays with 
his knowledge, e.g. when he notes that Eos' chariot was drawn by the two 
horses Lampus and Phaethon, and "furthermore, there was Pegasos, the newly 
gained horse running by their side" (3.137-139).*° As he explains in the related 
scholium (3.1382), he is joking, by conflating Homeric and post-Homeric tradi- 
tions: "Here, I wrote a witty remark: Homer says that Eos' horses are Lampus 
and Phaethon, but the neoteroi Pegasus. For this reason I wittily called Pegasus 
neoktetos, ‘newly gained"^6 Furthermore, just as he creates mythical allegories, 


corpse), 429-430 (about Achilles' corpse), 503 (on Polyxena's fate), 521-522 and 584 (on 
Machaon's death), 532-533 (on Odysseus and Neoptolemos), 571-575 (about Helenus 
coming to the Acheans), 597-598 (on the death of Paris’ first wife), 601 (about Deiphobus 
marrying Helen after Paris' death). In particular, Tzetzes expresses his disagreement with 
Quintus (on the dialogue between Memnon and Nestor, ironically mentioned in 3.282- 
283, and on Machaon: as claimed by Quintus, he is killed by Eurypylus and does not treat 
Philoctetes' injury) and with Tryphiodorus (according to him, Penthesileia was buried 
with due honours by Achilles, not thrown into the Scamander by Diomedes, see also schol. 
3.211), who are his main sources for the posthomerica. Further disputes are revealed in the 
scholia: e.g. on the Amazons’ number—12 for Quintus, as stated in 3.12, more for Tzetzes— 
see scholl. 3.23 and 3184. 

42 odtws we äv àvéyvwxaç ‘Oujpous, Xtvjotyópouc, / EvermidoAvxdgpovac, KoMovðovç tè xai 
Aécxac, | xoi Atxtov cuyyponbápevoy Karas thv TAidda, Toipiodwpouc, Kóivcov (Alleg.Il. pro- 
oem. 479—482 M. = 480-483 B.). 

43 On Tzetzes’ sources see the detailed analysis by Leone (1984a) 387—405. On Lesches' line 
used in the poem see Braccini (2009-2010) 157. On Stesichorus and Tzetzes see Leone 
(1984c) 250; Cingano— Gentili (1984), Pardini (1993) 114-116 and Ercoles (2013) 48-49. 

44 See Braccini (2009-2010) 158 and Leone (19842) 392, respectively. The “erudite compo- 
nent" of the poem is analysed in Braccini (2009-2010) 1573460. 

45 .lWyacoc abte vedutytos naphopoç Tjev. 

46 maítov Se évtada yéypapa: "Ounpos yàp inmoug "Hpépoc Adunov xai Paédovta Ayer, of 88 
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so too can he fashion erudite information, such as the names of the Amazons 
following Penthesileia: he lists twenty of them, killed by the Achaeans (3.177- 
184), and admits (schol. 3.183a) that their telling names "are forged by me for 
their praiseworthy riding talent and opposing men and the skill of archery and 
the remaining abilities in fighting."^? 

As evident from these and previous examples, the scholia appended by 
Tzetzes to his own poetic text are not intended only for the explanation of 
learned material. Of course, we find the voice of the teacher, who explains 
rhetorical, grammatical and metrical features; integrates mythical information; 
specifies allusions to different versions; and expands Iliadic summaries. But 
we also have the voice of the author, who clarifies his choices, and reveals his 
care for the text, as when in schol. 1195a Tzetzes claims to have noticed that 
he has forgotten what he had written in the prologue (the promise to tell of 
all the Greek ships: 1.9), and so he has added to the margin a line about the 
Achaeans ' fleet (actual v. 1192).^? Moreover, scholia can also become an avenue 
for inventiveness: in his annotations, Tzetzes usually quotes epigrams from the 
pseudo-Aristotelian Peplus in memory of dead heroes (see e.g. on Achilles schol. 
3.465 = [Arist.] Pepl. 4-5 Rose); for nine of them, having found no ancient 
epitaphs, he creates new epigrams.^? Scholia are intrinsically separate from 
each other; however, some cross-references show that they were intended as 
a commentary, as a whole organically linked to the poetic text, like Tzetzes' 
exegesis on ancient poets.°° The Carmina Iliaca appear to be a work of poetry 
even in this respect. 


vewtepot Ihyacov: Sià toto &oteitóuevoç vedxtytov eixov tov Ihyacov (p. 217.6-8 L.). See 
Hom. Od. 23.245-246 (Lampus and Phaethon) and Lycophr. 16-17 (Pegasus) with Tzetz. 
ad loc., and Eust. Il. 111-2, 111 p. 135.2-4 van der Valk, with analogous wording. 

47 mémAoccau nap NUOV elc inmucdv adtay £rotvov xal avdpav evavtiwow xod coEucfjs Eurtetpiov 
xai TOV Aoin ToAEULXav goywv (p. 218.11—-13 L.). 

48 Leone (1995) 134 app. states that the lemma refers to line 1195, “sed scholium ad alium 
versum fortasse referendum est.” The only line concerning the Achaeans' fleet is 1.192, 
which reports the total number of ships (1186), and is clearly placed between two verses 
earlier conceived as following each other. 

49 See Leone (1985b) 293 and eg. on Thersites schol. 1.207 (¿mì 8& Oepoity iniypappa od 
qQépecat: Éatoo 08 160€ xTA.). 

50 An example of cross-reference is given in schol. 2.23 (about comets: nepi dé xouyntov 
mpócepov elnov xtA.), which refers back to schol. 1.215. 
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Tzetzes’ choice of writing in hexameters is not neutral. It is the epic metre, in 
which the poets par excellence composed, in particular Homer, the greatest 
poet, whom he is explaining to his young students. Hexameter is the most 
difficult quantitative verse for Byzantine writers, selected to elevate important 
verse composition.5! Constantine Manasses, a contemporary of Tzetzes, wrote 
his Chronike synopsis in popular political verse (Trojan War is narrated in 
vv. 1108-470), the same used by Tzetzes for his Allegories on the Iliad and on 
the Odyssey (and other popularizing writings).5? Isaac Porphyrogenitos, son of 
Alexios r and brother of Anna Comnena, openly declares in the prologue of his 
prose treatise nepi t&v xorcoAewpOÉvrov dnè Tod ‘Ounpou (“on the events omitted 
by Homer") to write “not in epic metre and language, as if I copied Homer— 
this is a particularly laborious and extremely difficult undertaking—but with 
textual simplicity and in prose and with a limpid plot."53 


51 “Although the ancient metres were modified, metrics and the writing of poetry became 
a technique whose rules could only be acquired laboriously. Writing according to these 
rules came to be seen as a rare pinnacle of literary achievement ... The writing of hexame- 
ters was always the greatest challenge" E. Jeffreys (2009) 221. The sole analysis of Tzetzes’ 
hexameters is in Schrader (1888), concerning only vowel quantity. On Byzantine hexame- 
ters see Giannelli (1960) 354-357; Hórandner (1974) 124; Lauxtermann (1999a) 70-73 and 
(1999b) 367-368. 

52 Manasses wrote the epigram with the dedication of the chronicle to his patroness, the 
Sebastokratorissa Irene, in hexameters: see Lampsidis (1996) xvii, 4; Rhoby (2006) 323- 
324. On Manasses and Trojan matter see Basilikopoulou-Ioannidou (1971) 92-93, 120-121; 
E. Jeffreys (1978) 126 and (1979) 201-229, 234-237; Browning (1992) 141; Lavagnini (1997) 53- 
54. On Tzetzes’ attitude towards political verse (for him it “was not a meter") see M. Jeffreys 
(1974) 151-157, 160-162. Tzetzes also uses technical iambi for his verse compositions: see 
his unfinished Chronicle of the World, whose preface has been edited by Hunger (1955b); 
De comoedia, Koster (1975) 94-98; De tragoedia, Koster (1975) 99-109 and Pace (2011); 
the verse annotations in Luzzatto (1999). The De metris is written in decapentasyllables, 
but its prologue and its epilogue are in hexameters; other hexameters by Tzetzes can 
be found in the Historiae (Leone [20077] xl), among his Iambi (Leone [1969-1970] 144) 
and among some epigrams appended to his exegesis on Lycophron (p. 398.1014 Scheer, 
on which see De Stefani [2014] 391-392) and to pseudo-Oppian’s Cynegetica (p. 171.9312 
Papathomopoulos, see De Stefani cit.). 

53 PY KETPOIS Npwixdy atlywv xai Aékewv, oltre voto8e tov “Ounpov dropupynodpevotr—todto yap 
èninóvov uducca xal Epywoeotépac gotly &yyetprjoeoc—3XX. Üqouc dnrdmtt xod etf) TH Atke 
xoi eùxpiveig THs bnoécews (pp. 61.24-62.2 Hinck). On Isaac Porphyrogenitus’ edition of 
the Iliad, “including a preface, a text with conspicuous scholia and an appendix designed 
to ‘integrate’ the Homeric account of the Trojan war... [i.e.] the two small treatises on the 
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Tzetzes, however, undertook this difficult challenge. He did it surely in order 
to display his learning in ancient metrics—he proudly stresses his ability in 
schol. 1124a54—and as a means to promote his competence among the aris- 
tocrats (potential patrons and employers).55 His competence concerned not 
only metre, but also the peculiar language that metre entailed. Tzetzes’ hexam- 
eters “vary from Homeric to modern Greek vocabulary and style.”56 There are 
Homeric expressions, sometimes made easier to understand: note the péow evi 
vux tóc OAY of 1127, taken from Hom. Il. 11.173 ¿v vuxtos àpoAyÂ, with the gloss 
pécw. There is preciosity, such as the yutoBapye, “weighing down the limbs"— 
from Aesch. Agamemnon 63, where it refers to Achaeans and Trojans’ hard 
fighting—said of Dionysus in 3.718: it condenses in half a line Triphiodorus’ 
description of the Trojans overcome by drunkenness (582—586). There are neol- 
ogisms, like Xxv8duntpes, “mothers of Scythians,” for the Amazons (1.22), from 
a myth told in the related scholium according to Herodotus (4.110-116) and 
Dionysius Periegetes (652—658).5" In writing hexameters, there was the plea- 


praetermissa ab Homero and on the physiognomic features of Greek and Trojan heroes" 
see Pontani (2006) (quotation from p. 556). The preface is edited by Kindstrand (1979), the 
two treatises by Hinck (1873). See also Browning (1975) 28 and (1992) 141; Lavagnini (1997) 
54-55; Pontani (20052) 161-163 and (2015) 377-378; Kaldellis (2009) 24. 

54  ovdeic yàp oddemote we nets uecpuanv véyviyv Kal roucuany HxptBwoato, “nobody ever under- 
stood metrics and poetry better than me" (pp. 128.23-129.1 L.). On Tzetzian “productive 
competence" we can notice that he sometimes appears to care for metrical refinement 
(e.g. lines 1.177 quoted above), but his hexameters are usually quite rough if compared to 
those of Theodore Prodromos and Nicetas Eugenianos. 

55 See Braccini (2009-2010) 154-155, (2010) 89; E. Jeffreys (2009) 225: "The verse-writing is 
intended to demonstrate that the writer is a fully paid-up member of the notional writers' 
union, that he is a credible member of the guild of literati. This would have been the 
incentive for Tzetzes’ production of his hexameter Carmina Iliaca ... This must have been 
a factor in Theodore Prodromos' choice of hexameters for some of his addresses to John 11: 
a demonstration of full awareness of the heroic overtones to the metre, together with the 
technical competence to practice it ... these were demonstration pieces, written to display 
a writer's wares and to show to two audiences his mastery of the ancient idioms. One 
audience ... potential patrons. The second type of audience is one that all too often is 
understimated: the participants in the education process." 

56  Kaldellis (2009) 26. 

57 LBG VII 1577 translates Uxv@duytees as “von skythischen Müttern”; however, Herodotus 
and Dionysius tell that the Scythian Sarmatians originated from the love between Ama- 
zons and Scythians. Xxv66yyyteec stands for Uxv8opytopes (cf. e.g. uovcopjcop, “mother of 
Muses’, in Aesch. Pv 461): the word is abridged to suit the metre (following the pattern 
of Anujtepoc—Anjuntpoc?). See also Hist. 12.871-879. On yvtofapgrc cf. also anon. Anth. Pal. 
10.12.6 = FGE 1393. 


108 CARDIN 


sure and the pride, even the arrogance, of competing with ancient writers, not 
only on content, but also on form.5® It was not by chance that some lines of 
the Carmina Iliaca—the first to be published in modern era, with the related 
scholia—were supposed to be a fragment of ancient poetry by their editor (it 
was annotated epic poetry, it had to be ancient!).5? Nevertheless, might this imi- 
tation have a deeper didactic intention? Tzetzes—it is clear from his words— 
does not pretend to emulate Homer, only to make his poetry accessible to his 
students. As Kaldellis rightly pointed out, "Tzetzes' aim here was not to imitate 
Homeric morphology, vocabulary, and meter with scholarly precision (which 
he probably could do). It was, rather, to provide an introduction to the world of 
the Iliad in verses that could be read by a beginner.”®° Concerning Tzetzes’ Let- 
ters and Histories, he noted that "the Letters are written in a more elevated Attic 
style, which suggests an interesting textual relationship. Tzetzes used his own 
letters, which are brief but dense, to teach Attic prose; he then supplemented 
linguistic instruction with the content of the more colloquial Histories, which 
supplied background in an easy format to students struggling with the Attic 
style of the letters. These works, then, are more "textbook" than "sources", and 
provide a pedagogy in grammar, composition, and classical knowledge."9! We 
might say the same for the Carmina Iliaca: the unity of poetic text and scholia, 
where erudition and inventiveness coexist, is constantly directed to the eluci- 
dation of the four representative features of epic poetry, and of Greek ancient 
literature and culture in general. It was a refined enterprise, one that must have 
gained some measure of success if Maximus Planudes' circle included it in the 
selection of poetry of the cod. Vaticanus Graecus 915 (end of the x111 or begin- 
ning of the xiv cent.), and if some prose introduction to the Iliad (summaries of 
antehomerica) were based on it.9? This double mode of reception corresponds 


58 | See M. Jeffreys (1974) 149; Budelmann (2002) 152; Braccini (2009-2010), 165-166, 170-171 
and (2011) 50-53. 

59 Morel (1616) published Carm. Il. 1.147—295, scholl. 1147, 149, 155, and partly scholl. 1.168, 173, 
as ànoonagpàtiov £rouc nept 'EAévrc, cvwvdpov xtvóc mo .ot00 and dvwvúpov axdAta Eig TSE 
TO TOMPATIOV. 

6o Kaldellis (2009) 26. 

61 Kaldellis (2009) 28-29. 

62 On the famous Vat. gr. 915 see Pontani (20052) 293-297, with earlier bibliography. A 
hypothesis based on Tzetzes' antehomerica, transmitted in some Iliadic codices, has been 
edited by Mertens (1960) 20-25 and Leone (1991b). Another prose introduction based 
mainly on Tzetzes' Allegoriae Iliadis and Carmina Iliaca is available in Pontani (2009); 
cf. also Leone (1983-1984). On anonymous prose introductions to the Iliad see Pontani 
(2005b) 23-35. 
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to the double nature of the Carmina Iliaca: both a poetic experiment that tells 
the story of the whole Trojan War in the manner of Homer; and an introduc- 
tion to Homeric poetry, which is the true aim of this particular work. It was the 
sole attempt by a Byzantine writer to compose a “continuation” of the Iliad in 
hexameters:®? it could happen only in the cultural milieu of the x11 century, 
and the scholar John Tzetzes, with his competence, didactic commitment, and 
outstanding personality could be the sole candidate for it.6+ 
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Joseph of Exeter: Troy through Dictys and Dares 


Francine Mora-Lebrun 


When Joseph of Exeter begins to write his Ylias around the year 1183, the 
matter of Troy had been reappearing in the medieval literature for about a 
century.! Towards the end of the eleventh century, Godfrey of Reims and Baudri 
of Bourgueil composed metric poems which represent either an exchange of 
letters between Helen and Paris like in the Heroides (Baudri); or the abduction 
of Helen and the fall of Troy, two motifs embroidered upon the mantle of 
Calliope, the muse of epic poetry (Godfrey).? Several Latin anonymous poems 
that were written somewhat later, in the early twelfth century, take the form of 
lyric complaints, planctus about the fall of Troy. The most famous of them is 
the Pergama flere volo, which had many imitators, for example Peter of Saintes, 
the teacher of the future Henry 11 Plantagenét, king of England.? However, the 
common ground of these first poems about Troy is their inspiration by Virgil, 
Ovid or the Ilias latina, the Latin adaptation of Homer. They are poetical games 
through which medieval clerics hoped to compete with the auctores, the great 
poets of Latin antiquity. 

Things change towards the middle of the twelfth century. At that time the 
manuscripts of Dares' De excidio Troiae, a short text in Latin prose that claims 
to be the translation of a Greek text written by an old fighter of the Trojan War, 
Dares of Phrygia, begin to multiply in the North of France and in England. This 
text was not unknown to the Carolingian scholars, but its diffusion became 
much larger.^ Two Latin poems composed around 1155 bear testimony to this 
success: the Ylias of Simon Aurea Capra and the anonymous Historia Troyana 
Daretis Frigii, a short poem in hexameters, which in its first verses tells of 
its intention to replace “poetical fictions" ( figmenta poetica) which “perturb 
Troy's history" (historiam Troye turbant), following the "faithful traces" (vestigia 
fida) that he finds in Dares.5 In Simon's Ylias, the influence of Dares appears 
only in the second version, the longer one, which was probably written when 


m 


For these reappearances, see Tilliette (1999). 

Kretschmer (2011) and (2013). 

Boutemy (1946). 

Faivre d' Arcier (2006) 341. He inventories 24 manuscripts copied between 1100 and 1200. 
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Stohlmann (1968) 267: Historiam Troye figmenta poetica turbant. / |...] Mens tamen incaluit 
vestigia fida sequendo / Daretis Frigii Troyanum scribere bellum (Historia Troyana, v. 1-5). 
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Simon was a canon at Saint-Victor in Paris.® This version is associated with the 
anonymous Historia Troyana in the only extant manuscript containing it (the 
BnF Latin 8430). 

However the first text that established definitively Dares' authority is a 
vernacular one, the Roman de Troie by Benoit of Sainte-Maure, a long romance 
of some thirty thousand octosyllabic verses written in old French around 1165, 
probably in the court of Henry 11 Plantagenêt.” In his prologue Benoit praises 
Dares' veracity against the lies of Homer whom he admires nevertheless, since 
he names hima “clers merveillos" (“a wonderful clerk"). But the merit of Dares is 
to avoid telling improbable fictions like Homer, who represented gods fighting 
men, and so to respect the true story: “de l estoire le veir escrist” (“he wrote 
the truth of history”).8 Benoit also mentions Dictys (“Ditis’, v. 649), which is 
something new. Dictys is almost the twin of Dares, since his Ephemeris belli 
Troiani claims to be the translation of a Greek text written by an old fighter of 
the Trojan War, but in the Greek army, as shown by his name: Dictys Cretensis, 
Dictys of Crete. However its diffusion was much less widespread than that of 
Dares? So Benoit uses him only to tell of the return of the Greek warriors to 
their country. The Roman de Troie was very famous until the end of the Middle 
Ages, as is shown by the number of its manuscripts and of the works that 
used it.!° Joseph of Exeter's Ylias, composed some twenty years after it, perhaps 
depends also upon it. 

It is difficult to say whether Joseph of Exeter knew his predecessors, for he 
does not mention any of them and his life is not well known. But it is even 
more difficult to believe that he had never heard of Benoit's romance, for two 
reasons. First, because he wrote his Ylias for an episcopal court, the court 
of Canterbury, which was very close to the court of the Plantagenét. Second, 
because we find in his epic poem some allusions which prove his interest in the 
members of this royal court and the stories that circulated there: a comparison 
between the death of Hector and that of Henry 111 the Young King, the son of 


6 Boutemy (1946-1947). Unpublished researches of Martha Parrott (1976) and Sébastien 
Peyrard (2007) have shown that there are only two versions of the Ylias and not three, 
as thought by André Boutemy. The first version, shorter, was likely written for Henry the 
Liberal, Count of Champagne. 


7 There is not clear dedication, but now critics mostly think that Benoit wrote also the 
Chronique des ducs de Normandie, clearly dedicated to Henry 11. 

8 Constans (1904—1912) t. 1, v. 45 and v. 116. Dares also is named a *clerc merveillos" (v. 99). 

9 Faivre d' Arcier (2006) 361. He inventories only 8 manuscripts before 1300. 


10 Jung (1996). 
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Henry 11, a joke about the Breton people who wait for the return of Arthur.” So 
it is possible to see in Joseph's Ylias a polemical answer to the success of the 
Roman de Troie: there had been tensions between Plantagenét's dynasty and 
the court of Canterbury since the murder of Thomas Becket, who is recalled 
in Joseph's dedication to his uncle Baldwin, Archbishop of Canterbury and 
second successor of Thomas."? It is also possible that Joseph heard of Simon 
Aurea Capra who had worked around 150 for Henry the Liberal, Count of 
Champagne, for he stayed in Reims towards the years 188—190, at the time 
when he probably finished his Ylias.!? What is sure is that Joseph, like Benoit 
and the anonymous author of the Historia Troyana, founds his epic poem on 
the historical authority of Dares by setting it against the fictions of Virgil and 
Homer: 


Meoniumne senem mirer Latiumque Maronem 
An vatem Frigium, Martem cui certior index 
Explicuit presens oculus, quem fabula nescit? 
[...] Mens conscia veri 

Proscripsit longe ludentem ficta poetam. 


Should I admire old Homer, Latin Virgil, or / The Bard of Troy (unknown 
to tale), whose present eye, / A surer witness of the truth, disclosed the 
war? / [...] My mind, aware of truth, / Has banished far the teasing poet 
and his tales.^ 


JOSEPH, Ylias, 1, 23-29 


Even if we may perceive some irony in the periphrasis vatem Frigium, for the 
succinct and bald prose of Dares is absolutely not the language of an inspired 
poet, Joseph's choice proves that in the late twelfth century the De excidio Troiae 
had become an authority of the highest importance in the treatment of the 
matter of Troy.* This is a matter that it is necessary to treat henceforth with 
a historical, not literary, approach, even if it is not forbidden to compete with 


11 joseph puts these two allusions at the end of Book 3 and at the end of Book 5, in strategic 
places. 

12 Mora (2003). Kelly (1999), however, who thinks that Joseph did not know Benoit, studies 
the two works in parallel (pp. 121-170). 

13 X About]Joseph's biography, see Mora and Tilliette (2003) 12-19. 

14 Gompf (1970) and Rigg (2005). 

15 About the growing historical authority of the De excidio Troiae during the twelfth century, 
see Jung (1997). 
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the auctores: the form of Joseph's epic, written in hexameters and divided in 
six books, is very classical. However, Joseph wants to be a modern poet, who 
follows the trends of his time and so wants to give vent to the "holy, sacred 
Truth" (veri sacra fides), “to exile sent by ancient poets’ din [...] so long"!6 In 
the disclosure of this truth, Dictys is only second: like Benoit, Joseph uses him 
for the return of the Greek warriors, but he does not mention him. 

The replacement of Homer and Virgil by Dares had important consequences 
for Joseph's epic. So we must look at Dares' and Dictys' texts in order to under- 
stand what were their intentions and to try to explain the reasons for their 
success. Since the pioneering study of Nathaniel E. Griffin, our knowledge has 
much progressed, mostly in the last decades.” 


1 Dictys and Dares: From Poetical Game to History 


Obviously Dares' and Dictys' texts are deceits, but it is not certain that this was 
the intention of their authors from the beginning. The De excidio Troiae and the 
Ephemeris belli Troiani both claim to be translations of Greek texts. Scholars 
thought that they lied until fragments of the text translated by the Ephemeris 
were found on a papyrus in 1900. So for the Ephemeris, the existence of a Greek 
original is proved. It is now dated from about the late second century. For 
the De excidio Troiae doubt remains, but the example of the Ephemeris permits 
one to think that the existence of a Greek original is not impossible; besides, 
Aelian, a Greek writer of the late second century, mentions Dares as the author 
of an Ilias older than Homer's.? The first and second centuries were times of 
discussion and contestation of the Homeric tradition. Dion of Pruse's Trojan 
Discourse undermines Homer's authority by portraying him as a liar, Lucian's 
True Stories suggest that this authority is mostly fictional, and Philostratus' 
Heroikos, in a parodic way, gives to Homer a contradictor in the ghost of Prote- 
silaus, the first victim of the war.2° These works continue the debate started by 


16 Joseph, Ylias, 1, 6—7: Utquid ab antiquo vatum proscripta tumultu, / Veri sacra fides, longum 
silvescis in evum? 

17 Griffin (1907). 

18 The prologue that probably preceded the Greek text and that now follows the letter 
written by Lucius Septimius, the Latin translator, even pretends that before the Greek 
text there was an older text written in Phoenician, of which the Greek text is only the 
translation. But there any original was not found ... 

19 Various History, n, 2. See Beschorner (1992) 231-243. 

20 Kim (2010). See also Beschorner (1992) 250—254 and Usener (1994). 


JOSEPH OF EXETER: TROY THROUGH DICTYS AND DARES 119 


Herodotus about the veracity of Homer, poet and historian, for learned read- 
ers who desired both to renovate Homeric tradition and reflect upon it. They 
are intellectual and poetical games which must enable their authors to show 
their critical minds and to compete with Homer, sometimes with a parodic 
intention. It is probably in this cultural context that the Greek original of the 
Ephemeris and perhaps also that of the De excidio Troiae, assuming it existed, 
were composed.” It is obviously impossible to say which of the two texts pre- 
ceded the other. 

The situation of the two Latin translations is quite different. The Ephemeris 
was probably translated in the early fourth century, the De excidio Troiae in the 
fifth century. At that time the readers of the western part of the Roman empire, 
much less learned and generally unable to read Greek texts, wanted above all 
historical works written in Latin, preferably in the form of summaries. It was the 
time of Ammianus Marcellinus and of the Historia Augusta. So the Ephemeris 
and the De excidio Troiae fit perfectly since they include both the whole war of 
Troy until the fall of the city and the return of the Greek warriors; the first from 
the abduction of Helen, the second from the expedition of Jason, which caused 
the first destruction of Troy.?” They fit better than the Ilias latina, which was 
discovered again at that time but is more limited, like Homer's Iliad from which 
it was adapted, since it begins with Achilles’ wrath and ends with Hector's death 
and funeral. Furthermore, they are rather short, especially the De excidio Troiae, 
so short that several scholars thought (but without sufficient evidence) that it 
was the summary of an older Greek or Latin Dares uberior.?? Finally, they seem 
to offer the best guarantees for historical veracity since they claim to be the 
diaries of two eye-witnesses, old fighters of the war of Troy. The titles given to 
the two works are significant: ephemeris and annales for Dictys, acta diurna for 
Dares.?^ Only the title historia is an exception; it is given by many manuscripts 
to Dares’ text, probably in order to present it as a more ambitious enterprise. 


21 Cf. Beschorner (1992) 249: “Wir haben es also bei den Acta [Dares' text] offensichtlich mit 
einem intellektuellen Spiel zu tun, das teilweise fast parodistische Züge trägt”. 

22 Beschorner (1992) 258—263: “Die lateinischen Acta, seien sie nun übersetzt oder als la- 
teinisches Original verfasst worden, fügen sich also auch in die historiographische Tradi- 
tion des 4. und 5.Jh.n.Chr. ein" (p. 262). See also Gianotti (1979). 

23 Schetter (1987) and (1988); Bradley (1991). Other critics as Lumiansky (1969) tried to show 
that the extant Dares' text was not so clumsy. 

24  Ephemeris appears in Septimius’ letter, annales in the prologue that follows it. Dares gives 
the name acta diurna to his work in his conclusion— possible translation of ephemeris. 
See interesting introductions and commentaries of Frazer (1966) and Fry (1998). 
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So two texts which were probably in the beginning intellectual and poetical 
games gradually became historical authorities. Isidore of Seville says that Dares 
is the oldest of the pagan historians, probably blending him with Dictys, since 
he speaks of a text written on palm leaves.?5 It is now easy to laugh at the 
ingenuousness of these medieval people who believed the allegations of two 
forgers, but we must confess that everything was set to deceive the readers. 
Even the names of the two authors were well chosen: the Ilias latina mentions 
Dares’ two sons among the Trojan fighters; Dictys is not mentioned, but he 
claims to be in the service of the Cretan king Idomeneus and of his companion 
Merion, whom the Ilias latina mentions on several occasions. They both 
assert that they tell the truth and nothing but the truth, and their translators 
insist on this point: Dares' translator, who claims to be the Latin historian 
Cornelius Nepos, explicitly opposes the veracity of the text that he translates 
to Homer’s lies.7 In fact, Dictys skilfully puts together events told by the Iliad 
and events borrowed from other traditions. He keeps Achilles' wrath roused by 
Briseis' abduction but adds another episode: Achilles' love for Polyxena, one 
of Priam's daughters, which Hyginus knew before him.?? Dares differs more 
from Homer, for in his text Achilles' wrath disappears so that Briseis, who is 
nevertheless described, is not developed further. The common ground of these 
innovations is to transform Homeric heroes into ordinary men, which seem 
more likely and hence more true. In Dictys' and Dares' texts Achilles dies a 
victim of his impossible love in an ambush hatched by Paris, and in Dictys’ text 
Hector also dies in an ambush where he does not have any time for fighting. 
Dares even transforms the famous Trojan horse into a sculpture of a horse's 
head at the Scaean gate of Troy. This horse is no longer useful because the fall 
of the city, like in Dictys' text, is explained by the treason of Aeneas and his 
accomplice Antenor, who open the gates and give access to Greek warriors. So 
Homer's epic is replaced by realistic, more credible novels.?9 

One thing was especially important in a time when Christian readers were 
becoming more and more numerous: the partial or total elimination of pagan 
gods. In the Ilias latina, as in Homer's Iliad, gods fight men and are sometimes 


25 X Etymologiae, 1, 42: Apud gentiles vero primus Dares Phrygius de Graecis et Troianis historiam 
edidit, quam in foliis palmarum ab eo conscriptam esse ferunt (ed. Lindsay, Oxford, 1911). 

26 Ilias latina, v. 405. 

27  llias latina, v. 208, 429, 432, 579, 774) 1009, 1014. 

28  Inan introductory letter supposedly addressed to Sallustius Crispus (Sallust), another 
great Latin historian. 

29 Hyginus, Fabulae, no. 

30 Merkle (1996) and (1999). 
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wounded by them.*! In the Ephemeris such fights never appear. Dictys is reluc- 
tant to remove gods completely, particularly in well-known episodes where 
they must traditionally intervene, but he always adds to the hypothesis of a 
divine intervention a more rationalist explanation, which he clearly prefers.?? 
Dares again is more innovative, for in his text the action of gods practically 
disappear; only some temples and oracles remain.?? The Judgment of Paris, 
with its three goddesses, is not removed, but it appears within a dream.?^ Fur- 
thermore the Latin translator, refering in his introductory letter to a so-called 
judgment of the Athenian people, calls Homer a madman (insanus) because he 
describes men fighting gods; as we saw, Benoit of Sainte-Maure translated this 
passage. We have here one possible reason why in the Middle Ages Dares was 
more successful than Dictys. There are others. As a Greek warrior, Dictys is reso- 
lutely opposed to the Trojan people, whom he constantly calls *barbarian" and 
of whom he emphasizes the disorder and cruelty. It is not impossible that there 
was a political intention in the beginning, but this partiality is very far from the 
objectivity desirable in a historian.?5 Dares is much more neutral. He tells the 
events as they happened, without comment, so that he is more credible. Stylis- 
tic choices were important also. The Ephemeris and the De excidio Troiae are 
both written in an austere language that imitates Sallust's style, greatly appre- 
ciated in the fourth and fifth centuries, but Dares' language is particularly poor 
and his style very bald, which may appear as an additional guarantee of veracity, 
since he refuses rhetorical lies. This artless language was also easier to under- 
stand for those who did not know Latin very well, in late Antiquity and in the 
Middle Ages. 

Through Dictys' and Dares' texts the Trojan matter is deeply transformed. It 
is no longer a heroic story where gods intervene, it is a prosaic account where 
there are only human deeds and passions. Joseph of Exeter used this account, 
which everybody believed to be true, not only to compete with Homer and 
Virgil, but also to teach the powerful lords of his time. 


31 So Venus, who tried to protect her son Aeneas, is wounded by Diomedes (Ilias latina, 
v. 464-472). 

32 See, for example, the episodes of Diana's wrath in Aulis, and Apollo's outrage at the 
treatment of his priest, Chryses (Ephemeris, 1, 19 and 2, 30). 

33 Diana and Apollo's temple where Helen is abducted, Apollo's oracle in Delphi which is 
consulted by Achilles and Calchas (De excidio Troiae, 10 and 15). 

34 . Deexcidio Troiae, 7. 

35 The Greek writer Dictys would like to discredit Trojan warriors in order to attack the 
Roman people, who is sprung from them. See Callu (1978) and Diop (2009). 
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2 Joseph of Exeter's Ylías: Historical Truth Used by a Moral Epic 


Like his predecessors, Joseph of Exeter wants to compete with the auctores. He 
says it very clearly in the first verses of his epic claiming a place among modern 
poets: 


Si nostris nil dulce novum, nil utile visum, 
Quod teneri pariunt anni, si secula tantum 
Aurea Saturni memorant et nulla recentis 
Gracia virtutis, aude tamen ardua, pubes! 


If modern taste thinks nothing sweet or of avail / That recent times 

produce, if Saturn's golden age / Alone is in our mind, and if no favor's 

shown / To modern worth—yet dare to the try the heights, young Truth! 
JOSEPH, Ylias, 1, 15-18 


But at the same time he wants to respect historical truth, and so limit as much 
as possible his own inventions. He emphasizes it in the last verses: 


Hactenus Yliace questus lamenta ruine 
Confusa explicui veteris compendia veri, 
Etsi quando auctor, rarus tamen. 


Till now I've mourned the tragic fall of Ilium, / Unfolding brief and tangled 
webs of ancient truth, / And adding only here and there. 
JOSEPH, Ylias, 6, 960-961 


So the first task that he gives himself is to use his poetical faculty in favour of 
this truth, so that its form may be worthy of it: 


Mecum, inclita, mecum 

Exorere et vultum ruga leviore resumens 
Plebeam dignare tubam sterilisque vetustas 
Erubeat, dum culta venis, dum libera frontem 
Exeris! 


Come, famous Truth, / With me: arise, smooth out the wrinkles, show your 
face, / Exalt my humble trumpet. Dry antiquity should blush / When you 
come forth adorned and freely show your face. 

JOSEPH, Ylias, 1, 9-13 
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Joseph's poetical aim is analogous to Benoit of Sainte-Maure’s, who also 
wants to “follow the matter” inherited from Dares and Dictys, but intends to 
add here and there “some good tale" of his own to embellish it.26 

Joseph's allusion to his “humble trumpet" (plebeam tubam) belongs to the 
topos of affected modesty. In fact, the first thing that the reader of his epic 
notes is the abundance of stylistic daintinesses and rhetorical ornaments.?" 
The vocabulary is over-elaborate, with unusual words, sometimes neologisms, 
and very often metonymies: Achilles is named Eacides from the name of his 
grand-father, Helen Lacena or Tindaris from her birthplace or her father's 
name. We also note many alliterations and the frequent use of paronomasia; 
thus the name of Venus is associated with the corrupting (venale) power of 
love.3$ Metaphors multiply and are often difficult to understand because they 
require mythological knowledge; thus Cirrea juventa is a young laurel because 
the laurel and Cirrha, one of the two tops of the mount Parnassus, are both 
consecrated to Apollo.?? Lastly the "Golden lines" (versi aurei), which put sym- 
metrically two nouns and two adjectives around a verb, are frequently used. 
These methods constantly repeated produce a very brilliant style inspired by 
Ovid, Lucan, Statius and Claudian, with a nearly baroque exuberance. Quoting 
W.B. Sedgwick, who writes that "Joseph's great defect is that he can hardly think 
of a noun without an adjective," J.Y. Tilliette speaks of “too many ornaments of 
which the reader gets tired" 4? It happened rather frequently in the twelfth cen- 
tury, where the abundance of rhetorical ornaments was asign of modernity, but 
in Joseph's Ylias these ornaments are very numerous. 

This over-elaborate style appears with particular profusion in digressions 
added by Joseph to his Trojan matter. In fact, although he claims to have 
rarely been an auctor in the etymological sense of the word (from Latin verb 
augere, “to augment”) and thus to have added little to the framework inherited 
from Dares and Dictys, Joseph took from his own framework several brilliant 
inventions. The famous Judgment of Paris is removed by Dictys, but preserved 
by Dares inside a dream. Joseph develops it in a very remarkable manner. Each 
goddess speaks in her own favour with a long speech where she tries both 


36 Constans (1904-1912) t. 1, v. 142-144: “Ne di mie qu'aucun bon dit / N'i mete, se faire le sai, 
/ Mais la matire en ensivrai" ("I don't say that I will never add some good tale, if I can do 
it, but I will follow the matter [inherited ]"). 

37 As listed by Sedgwick (1930); Mora and Tilliette (2003), 26-31. 

38 Joseph, Ylías, 2, 420: Exicium venale Venus (“Venus, venal death"). 

39 Joseph, Ylias, 2, 218. 

40 Sedgwick (1930) 64; Mora and Tilliette (2003) 30: “une surcharge ornementale qui finit par 
lasser le lecteur". 
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to valorize herself and to defame her two rivals using all possible rhetorical 
resources. It is an amusing and subtle game where paganism becomes its own 
judge, and a very developed one too, as it extends over half of Book 2. Other 
speeches are also amplified, for example Hecuba's planctus after the fall of the 
city, which is reminiscent of the Pergama flere volo.*! Another type of digression 
is descriptive amplification, especially the description of tombs, which appears 
three times in Benoit’s Roman de Troie: the tombs of Hector, Achilles and Paris. 
Perhaps because he wants to compete with his predecessor, Joseph describes 
lengthily the tomb of Teuthras, the king of Mysia, killed by Achilles in the 
beginning of the war. Made with precious materials, this tomb is, like Benoit's 
tombs, wonderfully rich; furthermore it is covered with marvellous sculptures 
representing the stages of the king’s life, giving the illusion that he is still alive.*? 

These digressions have sometimes puzzled modern scholars because they 
seem to break off the narration of the facts without sufficient reason.^? They 
may explain the very harsh criticism of Alan of Lille, in a well-known passage 
ofthe Anticlaudianus where he attacks Joseph under the pseudonym of Ennius: 
Illic pannoso plebescit carmine noster / Ennius et Priami fortunas intonat.^^ 
The adjective pannosus, "tattered", is not chosen by accident. It evokes two 
authorities: first Horace's Ars poetica and its attacks against the poets who 
tack on panni purpurei, brilliant pieces not well integrated into the narrative 
context; then Saint Augustine, who opposes the rags of human imperfection 
to divine perfection. So Alan means, on the one hand, that Joseph is incapable 
of organizing correctly his material because of his too many digressions, and 
on the other, that this matter is devoid of interest because it tells of only 
human adventures that depend on chance, without any transcendent meaning. 
This explains the use of the word fortunas, which evokes the hazards of the 
Wheel of Fortune.*? Is this harsh judgment justified? As a philosophical epic, 
the Anticlaudianus is certainly more ambitious than Joseph's epic, which is a 


41 Mora (2006). 

42 Mora (2000); Mora and Tilliette (2003) 25: J.Y. Tilliette thinks that Joseph wanted to 
compete here with Darius' and Stateira's tombs described by Walter of Chatillon in the 
Alexandreis. See also Ratkowitsch (1991) 318-352. 

43 See for example Sedgwick (1930) 59-60: “the conduct of the story was the last thing he 
troubled about; in fact he seems, like Lucan, mainly concerned to get away from the story 
and concentrate on speeches, descriptions, rhetorical outbursts and moral and theological 
disquisitions" 

44 Bossuat(1955) 1, 165-166: “Our Ennius degrades himself with a tattered poem and resounds 
Priam’s fortuitous adventures”. 

45  Seethe convincing demonstration of Rouillé (2010). 
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poetical work about Dares’ historical account—a Dares metricus, as in the title 
given by the manuscripts. But thanks to the model of Lucan, which was very 
important at that time, the historical epic is not only a stylistic game; this epic 
also wants to incite reflection. So we must associate Joseph's Ylias with Walter 
of Chatillon's Alexandreis, another historical epic of this time, also harshly 
criticized by Alan.^$ 

In the twelfth century Lucan was mostly considered a historian, and even a 
philosopher who taught the contempt of the world, as his epic, which describes 
a world disturbed by discord and punctuated by the fall of mighty men, oscil- 
lates between satire and tragedy.*” Walter of Chatillon was inspired by him in 
the Alexandreis, as pointed out by Everardus Alemannus, who writes in the 
Laborintus that in Walter's epic "Alexander shines with Lucan's light"^9 But 
Joseph was also influenced by him, together with Statius' Thebaid, another one 
of his great models, as shown by these four programmatic verses placed into 
the narrative of Troy's fall: 


Nox fera, nox vere nox noxia, turbida, tristis, 
Insidiosa, ferox, tragicis ululanda conturnis 
Aut satira rodenda gravi, tu sola triumphas 
Tantorum nisus steriles lucrata dierum! 


O cruel night (so truly named), confused and grim, / Night, fierce, treach- 
erous, a theme for tragic style / Or satire's biting pen, for you alone can 
boast / A profit from so many days of futile strife! 

JOSEPH, Ylias, 6, 760—763 


Oscillating like Lucan's epic between satire and tragedy, Joseph's epic does not 
spurone to admire warlike heroism; on the contrary, it reproves the false values 
of this deceptive heroism that leads men to their ruin. This is the reason why it 
begins with a lament, a planctus of which the incipit is Juvenal's formula: 


Yliadum lacrimas concessaque Pergama fatis, 
Prelia bina ducum, bis adactam cladibus urbem 
In cineres querimur.^? 


46 Inthe verses that follow immediately those quoted supra (Anticlaudianus, 1, 167—170). 
47 . Von Moos (2005) 89-204 ("Lucan in the Middle Ages"), especially p. 131. 

48 . Laborintus, v. 637: Lucet Alexander Lucani luce. 

49 — Yliadum lacrimas: Juvenal, Saturae, 10, 261. 
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The tears of Trojan women, Troy resigned to fate, / The leaders’ twice- 
fought war, the city twice reduced / To dust, I mourn and weep. 
JOSEPH, Ylias, 1, 1-3 


This formula sets the tone, as many passages inspired by Juvenal appear 
throughout Joseph's epic. Satire 10 especially, in which the two main themes 
are the dangers of false goods (among which there is warlike heroism) and 
the inconstancy of Fortune, is used at length. J. Roger Dunkle even writes that 
‘Joseph is a satirist masquerading as an epic poet"5? Thus, we find in the Ylias 
the motif of "laughter mixed with tears" ( flente cachinno, Ylias, 4, 222) that is 
typical of Juvenal as a biting polemist. 

So Joseph does not avoid the descriptions of fights, but he does not mul- 
tiply them and he never praises warlike heroism. Even if he blames Paris in 
particular, whom he calls a predo ("despoiler", Ylias, 3, 285) because of Helen's 
abduction and whom he sends to hell after his death, he does not like the Greek 
warriors more than the Trojans.*! He remains neutral, like Dares. All fighters die 
because they fall prey to their own passions, to their wrath orto their pride. The 
hideousness of fights is emphasized by rhetorical games and described with 
many details: 


Gaudia Martis 

Horrida deliciasque truces effervere passim 
Aspiceres. Fluit huic in vultus pulchra genarum 
Rapta dies, mento hic linguaque et nare recisa 
Informes aperit rictus. 


Now could be seen the dire / Delights of Mars, his cruel sport abroad 
throughout / The land. One's beautiful cheeks's light, ripped out, spreads 
on / His face; another's chin and tongue and nose are slashed / And show 
a gaping grin. 

JOSEPH, Ylias, 5, 368-372 


The Trojan War becomes a tale full of sound and fury, signifying nothing. 
Joseph takes pity only on women, whom he considers as the first victims of 
the fighting. This explains some of his choices. He develops at length the 
description of the sorrow of Hesione, Priam's sister, married against her will 


50 Dunkle (1987) 213. See also Maas (1899). 
51 About Paris in Joseph's Ylias, see Mora (2008). 
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to the Greek Telamon: during the wedding banquet, tacito perfundit pocula 
luctu / et lacrimas bibit ipsa suas (“she pours her silent grief into her cup / and 
drinks her own sad tears,” Ylias, 2, 153-154). He develops also the famous dream 
of Andromache in an inventive manner. Not only does this dream foretell 
Hector's death, but Andromache sees herself being soiled by gory mouths: 
nudos rursus videt oris hiatus / sanguineos fedare sinus (“again she sees mouths 
gape wide and stain / her naked breast with blood,” Joseph, Ylias, 5, 437- 
438).°? 

This critical and disillusioned image of the Trojan War fits in with the two 
versions of Dares and Dictys, which lower and degrade Homeric heroes. As we 
saw, Dictys constantly blames the Trojan “barbarians,” and progressively the 
Greek warriors seem contaminated by them, in particular by becoming as cruel 
as them.®? As for Dares, Willy Schetter proposed viewing the organization of his 
account as the progress of a tragedy leading the blinded Trojan people to their 
loss.54 Thus, for Joseph, Dares and Dictys narrate the true story of Troy because 
this story tells the truth of human nature, governed by passions, devoted to 
false goods, and finally responsible for its own bad luck. Alan of Lille is right 
on that score: the Ylias offers a Boethian image of the Trojan war, dominated 
by the Wheel of Fortune, as shown by Douglas Kelly.5> But in this context, all 
digressions become significant and participate in the whole demonstration. 
So Joseph's epic is not so “tattered”, not so disjointed.5® Hecuba's planctus 
echoes Joseph's lamentation. The contentions of the three goddesses of Paris's 
Judgment prove the ridiculous nature of false gods. Teuthras' tomb, placed in 
the beginning of the fights, is the first image of the war's horror, as it seems to be 
dripping with blood.5” Another remarkable description, Helen's picture, which 
shows her beautiful outside, but hideous inside because of her sensuality, is 
clearly opposite to the idealization of Benoit's Roman de Troie, where Helen 
and Paris are the model of a courteous couple.58 Joseph is inspired sometimes 
by Dares, sometimes by Dictys, depending on his aim. For example, he borrows 


52 Mora (2007) 107-11. Rigg (2005) proposes another translation: he thinks that Joseph 
speaks of Hector's mouth and breast. 

53 Merkle (1996) 567-571. 

54 Schetter (1988). 

55 Kelly (1999) 131-144. 

56 Kelly (1999) 123: “one feature of Joseph's art deserves special attention here: the purpose 
of the descriptions he does amplify". 

57 Joseph, Ylias, 4, 486—487: Cruor altus in auras / Exilit et minio rorant tabulata fluenti (“His 
noble blood spurts out / Into the air. The floorboards dripped with flowing red"). 

58 Tilliette (1993). 
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from Dictys the fabula of Hecuba’s dream where Paris appears as a burning 
torch that must set fire to Troy. This metaphor is repeated three times in Book 3, 
which narrates the abduction of Helen.5? 

For what kind of readers did Joseph write his epic? Certainly for the Arch- 
bishop of Canterbury and for other cultured clerics like him, but maybe not 
only them. The treatment of pagan gods may help us to better understand his 
intentions. As we saw, these gods are not completely removed, but they are 
mostly used for rhetorical games. Many of them are metonymies: they sym- 
bolize natural powers or human passions. Thetis and her fellow Triton, who 
are looking for Achilles’ body in the sea after the battle, personify the waves of 
the sea washing over the bodies of dead fighters.9? Venus, who supervises the 
abduction of Helen, embodies the sexual desire that impels Paris.9! But some- 
times the pagan gods mingle with the Christian God, so that the passage where 
they appear becomes a theological digression. It happens in a complaint of 
Joseph to Jupiter in the beginning of Book 2, when Allecto spurs Priam to start 
the war: 


O hominum superumque pater! Si numina curas, 
Cur hominem plectis? Miserene quod incola terre, 
Despicitur? Certe lacrimis noctique dedisti 
Proscriptas a luce animas. 


O father of both man and gods, if gods are yours, / Why torment men? Is 
man despised, since he just lives / On wretched earth? To night and tears, 
for sure, you sent / Souls driven out from light. 

JOSEPH, Ylias, 2, 15-18 


These verses “seem to allude to the story of the Fall and human exile from 
paradise. [So] [...] Jupiter is identified with the God of Genesis, and it is to 
this supreme divinity that Joseph laments”. We have here almost a sermon 
addressed by a clergyman to laymen. “Souls driven out from light” are the pagan 
kings and warriors, devoid of the divine light. Their blindness will lead them to 
their destruction, and medieval knights are incited not to follow their example. 
“If all this is true, Joseph's procedure could be seen as parallel to that of Walter 


59 Joseph, Ylias, 3, 155-159, 284-289 and 378-380. Cf. Dictys, Ephemeris, 3, 26. 

60 Joseph, Ylias, 5, 381-384. See Parker (1995). 

61 Joseph, Ylias, 3, 274-284. See also Gianola (1998). 

62 Rigg (2001) 27. This very complete study about gods concludes with this passage by 
showing its interest. 
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of Chatillon, who, according to Maura Lafferty’s careful analysis, presented 
Alexander as a hero flawed mainly by living without the benefit of Christianity 
and divine Grace"? A digression sustains that hypothesis: Troy's description at 
the end of Book1. Under the deceptive appearance of a locus amoenus, Priam’s 
city, remarkable for the height of its monuments and compared to the Tower 
of Babel, becomes the symbol of sacrilegious pride, a deadly sin that explains 
its fall.64 

Thus it is not impossible that Joseph aimed at lay readers to whom he wanted 
to give a lesson. We may even be more precise. Joseph compares Hector’s death 
to that of Henry 111 the Young King in the last verses of Book 5: 


Tantus in Hectoreas audax excreverat iras 
Tercius Henricus noster. 


As great in daring, matching Hector's wrath, had grown / Our third great 
Henry. 
JOSEPH, Ylias, 5, 533-534 


This praise is ambiguous, for it refers to another deadly sin: wrath (ira). In fact 
Henry died uselessly, victim of his sterile revolt against his father, as Hector 
died uselessly since his death did not prevent the fall of Troy.65 So we may 
perceive under the praise some irony and perhaps a warning addressed to 
Richard, Henry's brother, who was preparing the Third Crusade, preached 
successfully by the Archbishop of Canterbury. Richard must avoid destroying 
his life in pagan and sterile fights and devote himself to the only legitimate war, 
which joins under the banner of Christ and which Joseph intends to praise 
in a new epic, the Antiocheis, which he announces at the end of Ylias: Nunc 
dicere votum / Christicolas acies ("For now I wish / To speak of Christ's crusade,” 
Joseph, Ylias, 6, 963—964). We may note that Gervase of Tilbury, a contemporary 
cleric, also compares Henry 111 to Hector and Paris, but names Richard terre 
sancte strenuissimus defensor, timor gentilium, gladius et tutamen christianorum 
("vigorous defender of the Holy Land, terror to the heathens and protecting 
sword to Christians,’ Otia imperialia, 2, 21). So Joseph seems to have had the 
same project as Walter of Chatillon: to advise kings, there Philip Augustus, here 
Richard, in a context of Gregorian reform where clerics wanted to lead laymen. 


63 Rigg (2001) 28. Cf. Lafferty (1998). 
64 Mora (2011). 
65 About Hector as image of the unruly juvenes, see Mora (2007). 
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Joseph of Exeter’s Ylias is the accomplishment of Dictys’ and Dares’ enter- 
prise in a Christian context. Their contestation of Homeric heroism results 
in the demonstration of the weakness of men without God. So it was rather 
successful during the Middle Ages and even beyond, till the early eighteenth 
century. Its main defect is probably the absence of the new epic announced 
by Joseph, but unfinished because of the death of Archbishop Baldwin, dead 
just after his arrival in the Holy Land. It would have praised Christian hero- 
ism.96 Devoid of this stimulating counterpoint, the Ylias offers only a pes- 
simistic picture of human nature, which may have disappointed some read- 
ers. It is perhaps the reason why Joseph was, for two centuries, “a forgotten 
poet’.6? 
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Robert Henryson’s Testament of Cresseid: 
Transtextual Tragedy 


Nickolas A. Haydock 


Henryson's poem flouts the implied thresholds of a continuation in provocative 
ways. The poet himself was notoriously cagy about the matter. Not satisfied 
with the addition of a putative sixth book to Chaucer's Troilus and Criseyde, 
he offers instead an alternate ending—a second fifth book, if you will—a sup- 
plement which threatens in the Derridean pun to supplant, troubling continu- 
ity and forcing us to make a choice between two mutually exclusive conclu- 
sions. The complications become more tightly knotted when in the opening 
frame Henryson takes up the question of competing versions only to slip into 
a delightfully perverse equivocation: 


Quha wait gif all that Chauceir wrait was trew? 

Nor I wait nocht gif this narratioun 

Be authoreist, or fenyeit of the new 

Be sum poeit. Throw his inuentioun 

Maid to report the lamentatioun 

And wofull end of this lustie Creisseid, 

And quhat distress scho thollit, and quhat deid.! 
64-70 


Who knows? Well, Henryson knew, and he wants us to know that he knew, that 
he knew rather too much about the speciousness of the medieval Troy story in 
general, descending as it does from the late antique forgers Dares and Dictys, 
who purported to offer eye-witness accounts of the Trojan War. 

A fundamental divergence existed at the heart of the medieval Troy story 
concerning putatively historical accounts descending from Guido delle Co- 
lonne’s Historia destructionis Troiae and the romance account of Troilus’ tragic 
love, which Boccaccio elaborated from Benoit de Sainte-Maure’s Le Roman de 
Troie. Henryson probably did not know Chaucer’s chief source for the dou- 
ble sorrow of Troilus, Boccaccio’s roman á clef, Il Filostrato, but he was inti- 
mately familiar with Lydgate’s Troy Book, which struggles mightily to reconcile 


1 All quotations of Henryson’s works are taken from Fox (1980). 
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Chaucer's version of the story with Guido's pseudo-historical matter of Troy. 
Lydgate's aporias between the conflicting authorities of Guido and Chaucer in 
this massive work perhaps inspired Henryson's further adventures in what is 
today typically called “fan fiction," encouraging a final step from reconciling 
auctores to outright “inuentioun” (67). He claims to have "fand" (found) this ver- 
sion of the ending of the Troy story, just as in ancient rhetoric inventio refers to 
the discovery of arguments or material. Yet the narrator of Henryson's poem has 
not really come upon a lost manuscript but rather created a new story as a chal- 
lenge (and in many ways as a conclusion) to existing accounts. The challenge 
extemporizes sophistically, suspending the priority of Chaucer's text.? Either 
Chaucer's version or Henryson's (or both) may be "authoreist or fenyeit of the 
new/ Be sum (modern) poeit" (66—67). Levelling the field in this way, the Scot- 
tish poet asks readers to choose between irreconcilable conclusions, both of 
which descend from unreliable and unidentifiable sources. 


Transtextuality 


Gerard Genette's Palimpsests: Literature in the Second Degree (1997) provides 
a convenient critical vocabulary for analysing the intricate relationships be- 
tween Henryson's poem and Chaucer's. Genette identifies five categories of 
what he calls transtextuality: "all that sets the text in a relationship, whether 
obvious or concealed, with other texts.” By the first of these, intertextuality, 
Genette means something much more restrictive than Julia Kristeva: chiefly, 
the quotation of or allusion to another work, which signals a relationship, a 
“copresence.” In the prologue to the Testament, Henryson presents himself as a 
reader of Chaucer's Troilus, a pose that obliquely cites Chaucer's own penchant 
for beginning poems such as The Book of the Duchess or The Parliament of Fowls 
with accounts of a reading experience. 


To cut the winter nicht and mak it schort 
Ituik ane quair, and left all uther sport, 
Writtin be worthie Chaucer glorious 

Of fair Creisseid and worthie Troylus. 


2 George Edmundson’s engaging recent book, The Neighboring Text, insightfully marshals psy- 
choanalytic discourse on the uncanny to suggest that the Testament is placed in “a relation of 
contiguity, contingency, chance proximity" with the Troilus in “an ethical encounter" (2011) 
38. 

3 Genette (1997) 1. 
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And thair I fand efter that Diomeid 
Ressavit had that lady bricht of hew 

How Troilus neir out of wit abraid 

And weipit soir with visage paill of hew 
For quhilk wanhope his teiris can renew 
Quhill Esperus rejoisit him agane. 

Thus quhyle in joy he levit, quhyle in pane. 


Of hir behest he had greit comforting, 
Traisting to Troy that scho suld mak retour 
Quhilk he desyrit maist of eirdly thing 

For quhy scho was his only paramour. 

Bot quhen he saw passit baith day and hour 
Of hir ganecome than sorrow can oppres 
His wofull hart in cair and hevines. 


Of his distres me neidis nocht reheirs 
For worthie Chauceir in the samin buik 
In gudelie termis and in joly veirs 
Compylit hes his cairis quha will luik. 
To brek my sleip ane vther quair I tuik 
In quhilk I fand the fatall destenie 
Of fair Cresseid that endit wretchitlie. 
39-63 


Chaucer himself began dream visions with extensive ruminations on ancient 
authorities, such as Ovid's Metamorphoses (in The Book of the Duchess) and 
Macrobius' Commentary on the Somnium Scipionis (in The Parliament of Fowls), 
before dreaming a new poem. English writers in the Chaucerian tradition— 
notably Hoccleve and Lydgate—often imitate Chaucer's scenes of reading 
classical authorities and his characteristic tropes in their elaborate tributes to 
“father Chaucer.’* Henryson's prologue continues this tradition but also works 
to debunk it. The acrostic formed by the first letter of each line in the last quoted 
stanza serves to collapse the paraphrase of Chaucer's work with the material 
found in the “vther quair"; both seemingly invoked (and disposed) under the 
rubric “O Fictio.” Henryson's cagey metafictional games also work to set the 
two quires in a parallel, even appositional relationship. The first line of the 


4 SeeSpearing (1985) 59-120; Ebin (1988) 1-48; and Lerer (1993). 
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précis of material from this other quire (62) quotes the first line of Chaucer’s 
fifth and last book: “Aprochen gan the fatal destine" (5. 1), suggesting that the 
two quires, each of which begins with the exile of Cresseid from Troy, are 
parallel versions, even competing endings to the romance epic. Additionally, 
posing his work as a paraphrase or translation of a variant version allows 
Henryson to vitiate the belatedness that tends to beset many continuations. 
His work appears quite literally “co-present” with Chaucer’s, “fand” (44 and 
62) alongside it on the shelf, a position in stark contrast with English poets 
whose relationship to “master Chaucer” is characterized by what Seth Lerer 
calls “subjection.” 

Genette labels his second category paratextuality. The paratextual realm 
occupies the "threshold" between the text and its interpretation in Genette's 
schema. Such thresholds frame the text, constituting it for its readers, but they 
also guide readers' approaches to the work. The title, The Testament of Cresseid, 
is likely authorial but also misleading in the extreme. Cresseid's "Testament" 
proper comes only near the very end of the poem and consists of scarcely 15 
lines, the last and least elaborate of a series of rhetorical set pieces such as the 
planet portraits or the "Complaint" which compose the majority of the poem. 
Yet the puzzle of the title invites audiences to work out how—in Julia Boffey's 
terms—the “poem’s status as moral exemplum in practice extends the sense in 
which it represents Cresseid's testament."6 Early in the poem the gods curse the 
heroine with the living death of leprosy, and the torturous process of coming to 
terms with her cruelly accelerated mortality is the poem's great theme. Indeed, 
Boffey suggests that the word here is equivalent "to the statement of belief or 
body of instruction that the word testament could also signify.” I would take 
this even further to argue that the word functions to signal a coda to the Troy 
myth itself, a last word designed to dispose its effects and reassert its meaning 
in uncompromising, rigorously disambiguated terms. 

Sir Francis Kinaston's preface to his Latin translation of the Testament (1639) 
surely represents one of the strangest early paratexts on record. It records an 
anecdote about Henryson's famous last words before the aged author's death 
by dysentery. As postmodern critics of the author function have demonstrated 
repeatedly, such stories typically read backwards from the works to the life in 
order to establish a place within a literary system and tether meaning to a fixed 
source.? It is Kinaston who first dubs the work a “supplement” and suggests that 


Lerer (1993) 1. 
Boffey (1992) 54. 
Boffey (1992) 54. 
Foucault (1980) 102-120. 
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"jt may passe for the sixt and laste book" of Chaucer’s work. It is also Kinaston 
who paints the portrait of the dying poet as a genial misogynist, whose wis- 
dom and cunning make him impervious to the wiles of women. For Kinaston 
the intentio scribendis of the Testament is “to express the punishment and end 
due to a false vnconstant whore, which commonly terminates in extreme mis- 
ery.? The anecdote of the dying Henryson shaming a witch brought in to cure 
him of the flux supports this reading of the poem. She runs from the house 
“derided and scorned” “in a great passion" not unlike the bitterly angry Cres- 
seid we meet at the opening of the poem. While this story and its attendant 
interpretation are all of a piece—built on a death-bed anecdote which also fea- 
tured in the biography of another Scottish writer, George Buchanan—together 
they have had an enormous influence on how Henryson's text is read, even 
today.!° 

In his notion of hypertextuality Genette encompasses something akin to the 
definition of a mode of “second-degree” texts, those self-consciously expressing 
their relation to a "hypotext." Parody and pastiche qualify, but Genette's notion 
of second-degree literature is not confined to these kinds; rather, such texts 
constructed from and dependent on earlier texts are present in all genres. 
Genette defines the category as “any relationship uniting text B (which I shall 
call the hypertext) to an earlier text a (I shall, of course, call it the hypotext) 
upon which it is grafted.” Henryson’s Testament elaborately parodies the work 
it seems to complete. In both poems the opening scene occurs in a temple, but 
the differences are glaringly obvious. “The Complaint of Cresseid" (lines 407- 
469) elaborately parallels and parodies the Canticus Troili in Chaucer's poem 
(1. 400-434), cruelly juxtaposing the metaphor of love as mortal sickness (“O 
quicke deth") with a fatal venereal disease. Chaucer's version presents Cupid's 
arrow as revenging Troilus' cocksure contempt of lovers; Henryson's version 
shows Cupid and Venus demanding revenge for Cresseid's blasphemy and "hir 
leuing vnclene and lecherous" (285), which Saturn delivers via a blighting arrow 
tipped with a leprous hailstone.!! Chaucer's last book dilates over a promised 
reunion of the lovers that never takes place; at the end of Henryson's poem the 
two finally cross paths, but the ravages of Cresseid's disease prevent them from 
recognizing each other. Indeed, Henryson's text is so rigorously and thoroughly 
aligned with Chaucer's that it hews closely to the literal meaning of parody— 
an ode sung beside or against another song.'? 


9 In Henryson, ed. Fox (1981) xiv. 

10 For a more extensive discussion see Haydock (2010) 98-106. 
11 Haydock (2010) 123-126. 

12 See Genette (1997) 10-12 and Hutcheon (1985) 3-49. 
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There are many verbal parodies as well, the most salient of which wrenches 
Chaucer’s courtly description of his heroine’s beauty into an indignant con- 
demnation of rampant lust: 


Chaucer’s version: 


Among thise othere folk was Criseyda, 
In widewes habit blak; but natheles, 
Right as oure firste letter is now an A, 
In beaute first so stood she, makeles. 
Hire goodly lokyng gladed al the prees. 
Nas nevere yet seyn thyng to ben preysed derre, 
Nor under cloude blak so bright a sterre.!? 
1. 169-175 


Henryson’s version: 


O fair Cresseid, the flour and A per se 

Of Troy and Grece, how was thow fortunait 

To change in filth all thy feminitie, 

And be with fleschelie lust sa maculait, 

And go amang the Greikis air and lait, 

Sa gigotlike takand thy foull pleasance! 

Ihaue pietie thow suld fall sic mischance! 
78-84 


Henryson's cruel parodies trace just how far Chaucer's Criseyde has fallen by 
means of what Genette would call an “intertextual pun": makeles (spotless, 
without a mate) becomes maculait (spotted, defiled).'^ Indeed, the fact that 
the whole of Chaucer's stanza has been deliberately re-written for the purpose 
of mockery suggests that Henryson may well have taken his cue from the defini- 
tions of parody in classical rhetoric, which include both "punning substitution" 
and “the invention of verses resembling well-known lines" (Quint. Inst. 6.3.96— 
97)” 


13 All quotations of Chaucer are taken from Benson, gen. ed. (1987), hereafter cited paren- 
thetically in my text. 

14 Genette (1997) 16. 

15 For a general introduction to the possible influence of Quintilian on Henryson see: Kin- 
drick (1993) 273-306. 
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The last of Genette’s categories that I shall discuss here is his concept of the 
architext. The architext denotes the congeries of expectations readers bring toa 
text, chiefly based upon generic classifications. This category of transtextuality 
is the most stable, although what Rosalie Colie called the “resources of kind” do, 
of course, develop and evolve over time. In the case of Henryson’s Testament, 
however, it is far from clear exactly what the poet meant to suggest in calling 
his poem a “tragedie” (4) or what associations he expected this term to evoke 
for a contemporary audience. 

In fifteenth century Britain, the word tragedy had learned, classicizing con- 
notations, but it was seldom associated with drama, ancient or otherwise. 
Chaucer dubs the brief narratives in “The Monk's Tale” “tragedies” (Pro MKT, 
VII, 1971) and calls his Troilus and Criseyde a "tragedye" (5. 1786) near the end of 
that poem. In a general way, perhaps Henryson means to suggest a de casibus 
tragedy of Fortune akin to Chaucer's definition of the term: 


Tragedie is to seyn a certeyn storie, 

As olde books maken us memorie, 

Of hym that stood in greet prosperitee, 

And is yfallen out of heigh degree 

Into myserie, and endeth wrecchedly.'® 
Pro MKT, vil, 1973-1977 


Indeed, the emphasis on a precipitous fall from the top of the social order into 
abject misery accords much better with Henryson’s tragedy of Cresseid than 
with that of Chaucer’s Troilus, who loses love and ultimately life, but never his 
aristocratic status. The gods blight Cresseid’s beauty but also take away all she 
owns: “thy pomp and thy riches/ In mortall neid; and greit penuritee/ Thow 
suffer sall, and as an beggar die" (320-322). 

Henryson’s poem also reflects broad confusions about classical tragedy. In- 
deed, his most lurid addition to the traditional Trojan material—the sug- 
gestion that Cresseid falls into a life of prostitution and thence into vene- 
real disease—probably reflects medieval misapprehensions about the genre 
descending from early texts such as Boethius’ Consolation of Philosophy and St. 
Jerome's Adversus Jovinianum. Boethius' Lady Philosophy bans the tragic muses 
from the bedroom of her patient, calling them scenicas meretriculas (which 
Chaucer translated “commune strumpettis of swich place as men clepen the 


16 The fullest and most systematic account on tragedy in late-medieval England is Kelly 
(1997) 40-69. 
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theatre"). Jerome's anti-feminist tract was the favourite book of the Wife 
of Bath’s fifth husband and a key authority: it claimed, “all the tragedies of 
Euripides are curses against women ... everything in swollen tragedies, every- 
thing that subverts honour, cities and kingdoms is connected with disputes 
over wives and whores." Such authoritative statements helped to create ideas 
about the genre, persistent misprisions, which composed the late-medieval 
architext of tragedy upon which Henryson drew and upon which he depended 
in composing a work that categorizes itself as “this tragedie” (4) in the opening 
stanza.!9 


Mr. In-between 


I will have more to say on late-medieval tragedy below, but first I need to intro- 
duce a complication of Genette's taxonomy that Henryson's Testament appears 
to demand. Theories of intertextuality such as those of Kristeva and Genette 
have typically failed to account in any substantive way for specific mediations 
of literary influence and imitation, the ways in which intermediate texts shape 
the response of a later text to an earlier one. Such triangulations of influence 
should not be dismissed as an unnecessary complication; they are prerequi- 
site to any responsible attempt to integrate theories of intertextuality with the 
practice of literary history. More specifically, they encourage us to attend to the 
functioning of literary traditions within a text—whether explicit or implicit. 
There are distinct texts between Chaucer's poem and Henryson’s, intermedi- 
ate intertexts if you will, which mediate and channel the Scot's ambivalent 
response to English literary history. 

Antony C. Spearing nominated Chaucer “the father of English literary his- 
tory" and in so doing helped to inaugurate an intensive vetting of the Chaucer 
tradition, much of it early on drawing heavily upon Harold Bloom's psycho- 
analytically inflected theory of the “anxiety of influence.’?° Latterly, mono- 
graphs on the Chaucer tradition by Seth Lerer and Lois Ebin, in particular, have 
unpacked the ways in which Chaucer's earliest readers and imitators used his 
works to fashion a native literary history. Central to this invention of tradition 
is the idea of an English triumvirate of poets on a par with the great ancients 


17 Boethius, 1, pr. i, 29; Chaucer, 1, pr. 1, 49-50. 

18 Quoted in Kelly (1997) 63-64. 

19 More extensive discussions of tragic ideas in Henryson's poem are available in Kelly (1997) 
216—259; McKenna (1994); and Haydock (2010) 107-154. 

20 Bloom (1973). 
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or late-medieval Italians: Dante, Petrarch and Boccaccio. From the middle of 
the fifteenth century, Chaucer, Gower, and Lydgate become linked in George 
Ashby's (c. 1470) words as “the premier poetes of this nacion.’*! Osbern Boken- 
ham (c. 1447) may well have been the first to group the three, but by the early 
years of the sixteenth century this poetic triumvirate is already firmly estab- 
lished as an important and influential convention. Extensive tributes to the tri- 
umvirate infuse the works English and Scottish makers such as Hawes and Skel- 
ton and Dunbar and Douglas. Chaucer is typically the first among equals, while 
opinions about Gower and Lydgate vary widely. At the end of The Golden Targe, 
Dunbar invokes “reverend Chaucere, rose of rethoris all" (253) and in the next 
stanza groups the “morall Gower” and “Ludgate laureate” (262).2? The Lament 
for the Makars has Death pitifully devouring “The noble Chaucer of makaris 
flour/ The Monk of Bery, and Gower, all thre” (50—51) together.?3 Stephen Hawes 
is likewise non-judgmental. Gavin Douglas and John Skelton seem to agree on 
the prolix Lydgate, however. Douglas judges Chaucer “a per se sans peir" and 
imagines Lydgate sans companions, riding and musing alone.?^ In a sentence 
that probably represents a parody Lydgate's difficult style as well a criticism of 
it, Skelton complains: "It is diffuse to find/ The sentence of his mind."25 

Dunbar was not the first to give Gower the epithet *moral" Hawes employs 
it too. John Walton in 1410 transfers the epithet to Gower's work, the Confessio 
Amantis, as does John Rastell in 1520.26 All this descends, of course, from the 
envoy at the end of the Troilus where Chaucer bequeaths his poem to two 
contemporary authors, John Gower and "philosophical" Strode: 


O moral Gower, this book I directe 
To the and to the, philosophical Stode, 
To vouchen sauf, ther need is to corecte, 
Of youre benignites and zeles goode. 

5. 1856-1859 


Of Strode we know precious little, not even which Strode was the intended 
addressee—the logician or the poet—and Henryson likely knew nothing at 
all. But of Gower he knew rather more, more in fact than we have tended to 


21 Spurgeon (1960) 54-55. 

22 Dunbar ed.Kinsley (1979) 37. 
23 Dunbar, ed. Kinsley (1979) 179. 
24 Spurgeon (1960) 66. 

25 Spurgeon (1960) 69. 

26 Spurgeon (1960) 21, 73. 
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credit him with. The naming of “moral Gower’ as the co-executor of the Troilus 
almost certainly prompts Henryson's construction of so recognizably a Gowe- 
rian persona for his narrator. Chaucer had emphasized Gower's reputation as a 
moral poet and invited him to correct the poem. The end of Gower's Confessio 
Amantis returns the friendly allusion, inviting Chaucer to confess as Gower has 
done in the guise of Amans. The passage calls upon Chaucer to complete his 
poetic work—always a problem for this worldly poet—and to cap his literary 
oeuvre with a “testament of love" (8. 2955).2” Henryson could well have had this 
exchange in mind when he titled his own poem The Testament of Cresseid. 
The recasting of the cure of Amans in Gower also displaces or reassigns many 
of the elements in Gower’s pseudo-autobiography in significant ways. Like 
Amans, old age has taken the narrator of the Testament by surprise, perhaps 
because unrequited love has also aged him prematurely and unawares. Amans’ 
petition acknowledges the malign influence of Venus and Saturn in collusion: 
“Bot whan sche takth hir conseil with Satorne,/ Ther is no grace" (8. 2275-2276). 
Henryson's narrator suffers from this collusion, but so too, of course, does his 
heroine, Cresseid. As is typical of Henryson's imitations, his narrator reprises 
the role of Amans imperfectly. The flesh is weak but the spirit is also unwilling. 
His "corage is doif and deid" (32), and his desire has withered into a preterit 
subjunctive: ^I trustit that Venus, lufis queen,/ my faidit hart of lufe scho wald 
mak grene" (24). Loyalty to the goddess of love has also gone the way of desire. 
Cold winds numb his devotion to Venus and force him to withdraw (against 
his will) from her temple. Gower's Amans prays that Venus will either kill or 
cure him, assuring her that “my peine is evere aliche grene" (8. 2296). Cupid 
and Venus appear in answer to this prayer and love's arrow is drawn from the 
dreamer's heart, curing him of a chronic disease that had both defined him and 
made him oblivious of his own life passing in the blink of an eye. Cresseid is 
struck down with a leprous arrow (or so I have argued elsewhere), and wakes, 
like Amans, to see a blighted, wasted image of herself in a mirror? But the 
narrator of the Testament avoids the decisive confrontation with the divine that 
cures Amans and kills Cresseid. He does not dream and record his dream in 
books; rather, he forces himself to stay awake and avoids immediate contact 
with the power of love, contenting himself with booze and books, which cut 
the cold and break his sleep. Amans feels his vital flame extinguished, and 
the cold threatens to overwhelm him—just as it does Henryson’s narrator. 


27 Gower, ed. Macauley, vol. 2 (1900) 466, hereafter cited by book and line number within 
the text. 
28 Haydock (2010) 123-130. 
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Both perforce make a “beau retret” (8. 2416) from service to Venus, because 
(to keep things polite) neither can any longer “hold love his covenant” (8. 
2420). But the self-mocking humour helps to open a critical, ironic distance 
between the persona and the Chaucer's poem, which Henryson’s Gowerian 
narrator reads a hundred years later in a colder, less forgiving climate. And, 
all richly evocative extenuations of the modesty topos aside, Henryson's poem 
is as uncompromising a cure for lust as we are likely to find anywhere in 
late medieval British literature, with the possible exemption of Gower’s own 
final tale, Apollonius of Tyre, where the incestuous villain Antiochus also “for 
his lust hath his penance” (8. 2008). Being a moral poet does not preclude 
ethical complexity or sympathy for human suffering, but it does necessitate 
the construction of moral exempla whose fates serve the purpose of didactic 
poetry. In assuming the Gowerian persona Henryson presumes to correct the 
moral ambivalence of Chaucer’s wayward heroine. By the end of the Scottish 
version, even Cresseid will proclaim herself an example to other women, and 
she will extol the virtues of Troilus in equally uncompromising terms: “fals 
Cresseid and trew knicht Troilus” (546). 

If Henryson’s channelling of “moral Gower” facilitates the construction of 
a moral perspective intensely concerned with exemplarity and how Chaucer's 
erotic romance can be made to pertain to ethics, Lydgate’s Troy Book weighs 
even heavier in what Henryson does to Chaucer. In Lydgate, as in Gower, we are 
dealing with something akin to a vanishing mediator, through which Henryson 
orchestrates his transformation of Chaucer's Troilus. 

An unintended consequence of the construction of literary historical anti- 
canons such as the “Chaucer Apocrypha’ or the “Chaucer Tradition" is the invi- 
tation to read these works synchronically, as a constellation of responses to 
Chaucer, while ignoring or discounting their relationships to each other. For 
instance, A.C. Spearing’s influential literary history, Medieval to Renaissance in 
English Poetry (1985) finds in Lydgate’s Troy Book “a coarse-grained misreading 
of Chaucer’s tone” in which Henryson does not share, because he “grasped the 
paradox of Chaucer's sympathetic portrayal of a notorious female deceiver."?? 
C. David Benson accepts Spearing’s premise and proceeds to outline “some of 
the ways that Henryson's response ... differ(s) from Lydgate's" (225).3° Edmond- 
son's (2011) recent book treats the versions of Boccaccio, Chaucer and Hen- 
ryson synchronically, as “neighbouring” texts, without mentioning Lydgate at 
all. What is transsumed in these synchronic literary histories is the central place 


29 Spearing (1985) 181. 
30 Benson (1995) 225. 
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of Lydgate in narratives of Chaucer’s influence. In late medieval and early mod- 
ern writing after Lydgate, no matter how Chaucerian it appears, we are to some 
very great extent reading responses to Lydgate’s Chaucer. Also, in the modern 
wish to gift Henryson with a greater sympathy than Lydgate to the complex- 
ities of Chaucer's poem, we are in essence only reduplicating the dichotomy 
between sympathy and renunciation in the Troilus itself. 

Indeed, Henryson's famous prologue to the Testament borrows from Lyd- 
gate’s own prologue to the Troy Book not only its doubts about the veracity 
Trojan histories, it also abstracts a poetics of allusion from it: 


Al-be that somme han the trouthe spared 

In her writyng and pleynly not declared 

So as it was nor tolde out feithfully 

But it transformed in her poysy 

Thorugh veyne fables, which of entencioun 

They han contreved by false transumpcioun 

To hyde trouthe falsely under cloude, 

And the sothe of malys for to schroude, 

As Omer dide, the whiche in his writyng 

I-feyned hathe ful many diuers thyng 

That neuer was, as Guydo list diuise, 

And thingys done in a-nother wyse 

He hathe transformed than the trouthe was 

And feyned falsly that goddis in this caas 

The worthi Grekis holpen to werreye 

For in makyng, love hath lost his syght, 

To yeve a pris wher noon is disserved. 

Cupide is blynde, whos domys ben observyd 

More after lust than after equité 

Or after resoun, how the trouthe be. 
Prologue, 259-273; 284—288 


Here in the prologue and throughout his work Lydgate will exempt Chaucer's 
own Troy narrative from the criticism he lavishes on Homer. But his willingness 
to exalt both the truth of Guido delle Colonne's putative history, as well as the 
authority of Chaucer's romance version opens a series of rifts within his text, 
which his reverence for Chaucer will not allow him to close. The traditional 
blindness of both Homer and Cupid is deftly transsumed as biased affection, 
leading to deceitfulness, but Chaucer's own vaunted partiality for his heroine 
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is indulged with reverence. Lydgate's use of the term “false trasumpcioun" is 
provocative. Ancient rhetorics liken transumptio to catachresis or abusio, hence 
an over-wrought and perhaps disreputable figure. In De Tropes Bede defines 
the term as “ab eo quod praecedit id quod sequitur insinuans" (suggesting from 
that which comes first, that which follows it).3! Given the conventional praise 
of Chaucer as the English Homer throughout the late Middle Ages, one could 
argue that Lydgate's critique of the transumptive Homer implies a criticism 
too of Chaucer's own blindness with respect to his heroine, which he could 
not bring himself to state more directly. What is certain is that later Scots like 
Henryson and Douglas would foreground the question of Chaucer's historical 
veracity much more directly, for as Douglas demurs: *he was evir, God wait, all 
weminis frend.” The letter to Can Grande characterizes the mode of Dante's 
Comedia as “transumptive,” in order to distinguish it from literal, historical dis- 
course. According to John Hollander, upon whom my discussion of the figure 
heavily relies, late medieval rhetorics usually include three principles in defin- 
ing transumption: 1. "a transition from one trope to another"; 2. the tropes are 
“in some way anterior and posterior"; and 3. “there are one or more unstated (...) 
but associated figures transsumed by the trope which are to be reconstructed 
through interpretation.”32 We might unite the three principles to define tran- 
sumption as a mysterious or complicated figurative allusion to another figure 
whose sense must be constructed by supplying an unstated element. Hollander 
concludes from this that transumption or metalepsis is a figure of "interpretive 
allusion." Lydgate's use of the term false transumpcioun also seems to empha- 
size the deceitfulness inherent in (belated) poetic invention itself, the addition 
of false material by later poets, just as the professed eye-witness to the Tro- 
jan War, Dares the Phrygian, claimed Homer had done. Lydgate could not have 
known that this first-century forgery was itself a false transumption of Homer, 
a redaction that claimed precedence and denied authority to that from which 
it was in fact derived. But Henryson may well have known, for what he does to 
Chaucer is precisely what Dares did to Homer. 

Lydgate's Troy Book is not so much Henryson's “vther quair" as it is the 
source of his doubts about conflicting sources of the story. At the beginning 
of his Prologue to book five, Lydgate narrates the end of the storm that had 
plagued the Greeks’ attempts to return home so that “cloude noon in hevene 
did appere.’ This meteorological pattern of “boilyng” (5.11) stormy weather 
followed by a clear and calm sky is likely the source of Henryson’s similar 


31 Quoted in Hollander (1981) 144. 
32 Hollander (1981). 
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opening passage. In his version the north wind 'purifyit the aire,/ And sched 
the mistie cloudis fra the sky.” As seen above, the prologue to the first book of 
Lydgate’s Troy Book associates cloud cover and deceptive stories: “veyn fables” 
which contrive through “false transumpcioun" “To hyde trouthe falsely under 
cloude/ And the sothe of malys for to schroude,/ As Homer dide" (Prologue, 
263-267). The beginning of Chaucer's Troilus famously likens Criseyde's beauty 
to that of a bright star behind a dark cloud (“nor under cloude blak, so bright 
a sterre," 1. 175). Henryson's use of the trope thus constructs a transumptive 
chain, a figurative use of clouds that tropes Lydgate's troping of Chaucer's first 
image of Criseyde to signal an end to feminine and authorial duplicity. Lydgate's 
Book 5 Prologue goes on to emphasize that the tranquil weather allowed the 
return of the Greeks to their homeland, but the calm did not quiet their inner 
storms, which raged with rancour, jealousy and a blasphemous lack of respect 
for the gods. Cresseid's own nostos to the house of her father is characterized 
likewise by an angry, unquiet soul, which like that of the other victims such as 
Ajax and Agamemnon calls down upon her a divine vengeance (about which 
more below). 

Perhaps the most garish of Henryson's additions to the matter of Troy, an 
addition that had devastating effects on the reputation of Criseyde in the 
Renaissance, is his suggestion that after being abandoned by Diomede she fell 
into prostitution. This too is the result of an especially pernicious transump- 
tive chain in which Lydgate supplies the central link. Chaucer's moral Hector 
had objected strenuously to the exchange of Criseyde for Antenor, protesting: 
^we usen here no wemen for to selle." Lydgate ironically revives the phrase in 
an extended anti-feminist outburst that follows the transfer of Criseyde's affec- 
tions to Diomede: 


yet al day men may it se 
It shewed oute at large fenestralis, 
On chaubers highe, and lowe doun in hallis, 
And in wyndowes eke men may with hem mete 
At pilgrymages and oblaciounes, 
At spectacles in cytés and in townys 
(As seith Guydo), and al is for to selle. 

3. 4322-4329 


Lydgate repeatedly maintains that he confines himself to and even greatly 
abridges Guido's anti-feminist tirades, here as elsewhere the attempt to shift 
responsibility is disingenuous in the extreme because he greatly enhances what 
is only is only a brief mention of prostitutes in his source. The application of 
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all this to Criseyde is only implied in Lydgate, it is only in Henryson’s prologue 
that the spark finally jumps the gap to outright accusation. 

Those who like Spearing contend that Henryson “heightened the compas- 
sion" in comparison to Lydgate’s treatment of Criseyde and that he did not 
share Lydgate's “misreading of Chaucer” need to account for this vicious tran- 
sumption.?? In fact the seemingly puzzling vacillation in the last two lines of 
the stanza (“Sa gigotlike takand thy foul pleasance/ I haue pietie thow suldfall 
sic mischance,” 83-84) exactly reproduces the tension in Lydgate's text between 
Guido's misogyny and Chaucer's sympathy. 


The Testament of Cresseid as Tragic Nostos 


Lydgate mediated Henryson's invention of a tragedy for Chaucer's heroine as 
well. The furtive Criseyde seems almost to evaporate at the end of the fifth 
and last book of Chaucer's poem. Troilus awaits her return to Troy, feverishly 
counting the days until their promised reunion, and turns from hope to despair 
as it becomes increasingly clear that she will not return, having taken up 
instead with the reprehensibly “sodeyn Diomede" (5.1024). Criseyde speculates 
plangently on her future in literature, prophesying that, 


Allas, of me, unto the worldes ende, 

Shal neyther ben ywriten nor ysonge 

No good word, for thise bokes wol me shende. 

O, rolled shal I ben on many a tonge! 

Thorughout the world my belle shal be ronge! 
5405831061 


This is but one of the prophecies in Chaucer's text that Henryson accomplishes. 
A vindictive "Cupid the king ringand ane siluer bell,/ Quhilk men micht heir 
fra heuin vnto hell" (144-145) summons the planetary gods down from their 
spheres to sit in judgment over the wayward heroine. 

Yet Henryson's tragic plot, however ironically and instructively it mirrors 
Chaucer's fifth book, seems chiefly indebted to the fifth book of Lydgate's Troy 
Book. Guido's Historia destructionis Troiae appends the stories of the Greeks’ 
homeward journeys after the sack of Troy. Lydgate includes these in his faithful 
translation, but also follows the Chaucerian precedent of dividing his work 


33  Spearing (1985) 181. 
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on the matter of Troy into five books. The Troy Book's fifth book serves as a 
collection of difficult, delayed or tragic homecomings. Telemonian Ajax dares 
to question Ulysses’ enormous share of the spoils and the next morning is found 
murdered in his bed. Aeneas calls Antenor home on a false pretext, so that 
he can be charged with treason and executed. The two Trojan traitors quarrel 
among themselves, each exposing the deceits of the other, and both are exiled. 
Oileus Ajax has incurred the wrath of Minerva because he *woodly" (5. 671) 
breached the sanctity of her temple to rape the suppliant Cassandra. Bringing 
one's anger within the precincts of a pagan temple betrays self-destructive 
impulses. The verbal similarities suggest that Henryson perhaps had in mind 
this episode in composing his own scene of blasphemy in a temple: 


By cruel force and hatful violence 

Lo, what pereil is to done offence 

Of highe despit to any holy place. 
5. 673-675 


In the Testament, Cupid rather oddly accuses Cresseid of "sic violence" (292); 


»« 


sheis sentenced to death "for the dispyte" *oppin and manifest" (304-305) done 
to the gods of love; and laments in similar terms “Lo, quhat it is (...) to mufe and 
steir/ Our craibit goddis" (351-353). 

There are other distinct verbal borrowings from Lydgate's tales of coming 
home, borrowings that, had they been registered by scholars, might well have 
made these words in Henryson's poem less surprising and controversial. For 
instance, in Lydgate, “Egistus” (Aegisthus), the shady practitioner of “doubil- 
nesse” and “newfongilesse,” divorces a king’s daughter: “And in al haste dide a 
lybel make,/ And forge a writ of repulsioun" (5. 1536-1537), for the simple rea- 
son that he wishes to marry Clytemnestra instead. Henryson's Diomede issues 
a "lybel of repudie" (74) to Cresseid for the same reason, because “Vpon ane 
vther he set his hail delyte" (73). The crucial point here is not a secret mar- 
riage, nor does it reveal anything in particular about the poet's knowledge of 
law; rather more simply, Henryson's Diomeid, like Lydgate's Egistus, is a ruth- 
less cad. In Lydgate, ^worthi Diomede" is often treated sympathetically, as, for 
example, when in exile from his home he finds “him silf ashamed and confus,/ 
As man forsake, abiect, and refus" (5. 13331334). This is the most likely source 
of the rare word “abiect” (133) in the Testament, and Henryson's citation func- 
tions ironically. Like her former lover, Cresseid wanders dejectedly: he awaiting 
a reunion with his wife, she *into the court, common" (77) as a prostitute. 

Lydgate also recounts at length the “home comynge" (5. 2139, 2344, 3214, 
etc.) of Agamemnon, Ulysses, and Pyrrhus, who is finally slain in Apollo's 
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temple by Orestes, but not before he plays out a curious and pathetic scene 
of misrecognition with his grandfather Peleus. 


And vnwarly, with a dredful hert, 
Pelleus oute of the caue sterte 
Disamayed, of his lyf in doute, 
Whan he beheld a knight there walke aboute, 
And astonyd abood and stood full stille, 
Imaginynge that he sawe Achille, 
By this Pirrus stondyng in the place, 
By alle the signes shewid in his face: 
For nature, with-oute variaunce, 
Made hem so lik of chere and contenaunce, 
Of form, of shap, and lymys euerychon, 
That difference in effect was noon. 

5. 2413-2424 


It would be misleading to over-emphasize the importance of this passage as a 
source for the more elaborate scene of misrecognition at the end of the Tes- 
tament. Henryson's version is denser, psychologically and emotionally, and the 
delayed recognition of the lovers leads them both to devastating conclusions 
about each other and about erotic love more generally. The fact of mutual 
misrecognition in the Testament also has deliberate connotations, suggesting 
perhaps that neither lover ever really knew the other. In addition, Cresseid is 
spiritually as well as physically not the same woman Troilus once knew. Return- 
ing home after a triumph in battle, Troilus crosses paths with Cresseid among 
a group of lepers begging by the roadside: 


Than to their cry nobill Troylus tuik heid, 
Hauing pietie, near by the place can pas 
Quhair Cresseid sat, not witting quhat scho was. 


Than vpon him scho kest vp baith hir ene, 
And with ane blenk it come into his thocht 
That he sumtime hir face befoir had sene, 
Bot scho was in sic plye he knew hir nocht; 
Yit than hir luik into his mynd it brocht 
The sweit visage and amorous blenking 

Of fair Cresseid, sumtyme his awin darling. 


ROBERT HENRYSON’S TESTAMENT OF CRESSEID 151 


Na wonder was, suppois in mynd that he 

Tuik hir figure sa sone, and lo, now quhy: 

The idole of ane thing in cace may be 

Sa deip imprentit in the fantasy 

That it deludes the wittis outwardly, 

And sa appeiris in forme and lyke estait 

Within the mynd as it was figurait. 
495-511 


Butif it would be misleading to make too much of Henryson's source in Lydgate 
for this justly celebrated scene, it is catastrophic to ignore it completely—as 
is done routinely in critical treatments of this passage. Henryson is a vastly 
superior poet; he perhaps even consciously attempts to outdo the prolix and 
sometimes dull Monk of Bury, but a great deal of what the Scottish schoolmas- 
ter imagines tragedy to be comes directly from Lydgate. Certainly, the scene 
echoes archly those moments in Chaucer where one or the other lover is said to 
be unrecognizable because of the suffering love has caused them (e.g. 5. 1402- 
1404), but the chief source of the misrecognition episode is Lydgate—even if 
its quality is light years beyond Lydgate's capabilities. 

The tragic nostos or “home comynge" of Cresseid is in keeping with the 
ambivalent tone of the work as a whole. Cresseid never returns to Troy after 
her sojourn “amang the Greikis.” Instead she ventures a mile two beyond the 
Greek settlement to the house of her father, Calchas, for a tearful reunion. 
He welcomes her warmly but uncannily, calling her "full deir ane gest!" (105); 
soon he is ushering the stricken patient in secret to "spittail hous" (391) a half 
mile further down the road. This exile by degrees figures Cresseid increasing 
isolation: she delivers her formal complaint: “In ane dark corner of the hous 
alone" (405). Like many wanderers incognito, her status as a beggar helps to 
conceal her identity and makes possible a dramatic recognition scene. In more 
ways than one a failed and female Ulysses—her harshest critic in Shakespeare's 
play—Cresseid even changes epithets from "fair" to “fals” before finally being 
brought face to face with her love. Her failure to return to Troy in Chaucer is 
offset by the failure of both lovers to recognize one another or to be reunited. 
The shock of Cresseid's tragic anagnorisis soon kills her, but not before she 
disambiguates the two loves and two lovers: “O fals Cresseid and trew knicht 
Troilus!” (546 and, with slight variations, 553 and 560).34 


34  Onthescene of misrecognition see especially: Boitani (1989) 136—138 and Haydock (2010) 
227—233. 
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Finally, the question of poet's attitude to his heroine and the apparent 
vacillation between sympathy for the trials of “fair Cresseid” and misogynist 
condemnations of “fals Cresseid" is, I would argue, mooted by a recognition of 
the extent to which this confusion is inherent in the history of Troy as Henryson 
received it from Lydgate. When at the end of the text Cresseid’s voice has 
been brought fully into line with her poet, she too seems to have been reading 
Lydgate. After her betrayal of Troilus in the Historia, Guido steps back from 
the narrative to launch a misogynist tirade against the faithlessness of women 
in general. Lydgate demurs in a recognizably Chaucerian way, citing counter 
examples of good women, whose virtue has earned them a place beyond the 
stars and the “nynthe spere" (3. 4328), to which Troilus also ascends at the 
end of Chaucer's poem. Lydgate’s defence of women attacks Guido's logic, 
arguing that one woman's "indiscrecioun" does not justify condemning the 
whole gender: “For cause of oon for to hindren alle" (3. 4360). He estimates 
that there are a hundred good women for every bad one. Cresseid spends three 
stanzas eulogizing Troilus and condemning herself (540—560). The next two 
stanzas (561—574) generalize the message to all women, who are just as Guido 
claimed: faithless and subject to change, as stable as a weathercock in the wind 
(567). Cresseid estimates the ratio of good to bad women more conservatively 
than Lydgate: "Thocht sum be trew, I wait richt few ar thay" (572). Yet she 
resolves, "Nane bot my self as now I will accuse" (574). The position thus staked 
out on the relevance of Cresseid's story to woman in general is conceived as 
a reaction to Lydgate's attempt to carve out a position between Guido and 
Chaucer. To ignore the earlier contributions to this transtextual dialogue on the 
meaning of Criseyde's infidelity risks simplifying a controversial question that 
meant a great deal to the poets involved. That Henryson gives Cresseid herself 
the last word on this question is also an important innovation in the textual 
chain, one calculated not simply to continue the debate but to conclude it. 
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Trojan Pasts, Medieval Presents: Epic Continuation 
in Eleventh to Thirteenth Century Genealogical 


Histories 
Adam J. Goldwyn 
1 The Origins of the Trojan Genealogical History in the Middle Ages: 


Dudo of San Quentin’s Gesta Normanorrum and the Norman 
Invasion of France 


In the wake of the dissolution of Roman power in Europe, the smaller powers 
that rose to fill the power vacuum vied to carve pieces of the former empire for 
themselves. The majority of these medieval dynasties had established them- 
selves in one of two ways: as invading foreign conquerors from elsewhere, as 
was the case with the Normans in France and England, or by establishing their 
pre-eminence among many squabbling local competitors, as in the case of the 
German and Swedish monarchies. These means of gaining and maintaining 
power, however, had none of the prestige or antiquity—and thus also none 
of the legitimacy—that a Roman pedigree, with its long and glorious history 
as a military and imperial power and as the seat of Christian power, could 
offer. Thus as they gained and consolidated power, they began to tell stories 
about themselves and their origins which would justify their power by means 
of ideology and history rather than force of arms alone. Across Europe, from 
Iceland and England to Italy and beyond, these dynasties legitimized them- 
selves by claiming to be the true inheritors of the Roman Empire. Drawing on 
the model left by Virgil's Aeneid, they re-imagined themselves as the descen- 
dants of Trojan refugees whose founders, like Aeneas, were forced to flee Troy 
after its destruction and, by divine guidance, found a new and powerful dynasty 
that would endure for all time. In doing so, they also offered a new form of 
historiography, the Trojan genealogical history, to the literary history of epic 
continuation. 

Though claims to Trojan descent can be found by the seventh century,! 
the early eleventh century saw the most forceful and influential assertion 


1 Ingledew (1994) 676. Kendrick (1950) 3 notes that “one seventh-century legend stated outright 
that the Franks were dispossessed Trojans, of whom a party under King Francio had settled 
the Rhine; another story named four brothers Francus, Romanus, Britto, and Albanus, who in 
due course founded the united people of Merovingian Gaul.” See also Reynolds (1983) 375. 
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of the genealogical connection between Troy and Europe's ruling elite since 
Virgil: Dudo of St. Quentin's Gesta Normanorrum (History of the Normans)? 
Dudo's work became the model for other medieval dynastic houses seeking 
to use genealogical histories to support their political legitimacy, both in the 
continuing tradition of Norman historiography by authors such as William of 
Jumiéges, Robert of Torigni, and Ordericus Vitalis? and those further afield, 
such as Snorri Sturluson's Prose Edda, which claimed Trojan descent for the 
ruling families of Scandinavia and Northern Europe; Geoffrey of Monmouth's 
History of the Kings of Britain, which claimed Trojan descent for the British; and 
the Venetian chroniclers Marco and Martin da Canal. 

At the end of the tenth century, Dudo's patron, Richard r1, third duke of 
Normandy, commissioned him, "through a series of techniques ranging from 
blandishments and embraces to threats and insults"^ “to write something about 
‘customs, deeds, and right's established in the Norman land’”® (scilicet ut mores 
actusque telluris Normannicae, quin etiam proavi sui Rollonis quae posuit in 
regno jura describerem®). Richard 11s grandfather, Rollo, first duke of Nor- 
mandy, having been driven from Scandinavia, had seized his territory in France 
through conquest and secured it through treaty with the French King Charles 
111. Rollo's legitimacy was based primarily upon his de facto military superior- 
ity as a foreign conqueror. His grandson, more firmly established on his throne, 
sought to provide some other, de jure, justification for his rule." Dudo's task, 
then, was to provide a history which justified the political power of the new 
dynasty, a task to which medieval ideas about historiography were well suited.® 
Dudo thus claimed descent from the Trojans and, as Troy's imperial grandchil- 
dren, their right to rule a portion of the land ruled by Troy's Roman heirs. Dudo 


2 Alternatively called De Moribus et Actis Primorum Normanniae Ducum. The manuscript tra- 
dition of the work is admirably described in Huisman (1984). 

The texts of which can be found in Van Houts (1992). 

Lifshitz (1994) 101. 

Dudo (1998) xi. 

Dudo (1865) 119. 

For which, see Mortensen (1995) 91 and, for an opposite assessment, Lifshitz (1994) 101. 
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For which, see Spiegel (1997) xii. For analyses of the audiences for such works, that is to 
say, who needed convincing, see Lifschitz (1994) 103, who suggests that “the only individual 
known to have been singled out as a target audience [was] Bishop Adalbero of Laon.’ In 
his discussion of the intended audience of the genealogical history, Mortenesen (1995) 101 
suggests a somewhat broader audience of “Norman—and the northern Frankish—clergy,” to 
whom “the dynasty which still seemed somewhat barbaric.” 
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creates this genealogical and dynastic connection to Troy and, through Troy, to 
Rome, in two ways. First, early on in the work, he makes explicit a genealogical 
connection: 


The Daci call themselves Danai, or Danes, and boast that they are de- 
scended from Antenor; who, when in former times the lands of Troy 
were laid waste, ‘slipped away through the middle of the Greeks’ and 
‘penetrated’ the confines ‘of Illyria’ with his own men.? 


Igitur Daci nuncupantur a suis Danai, vel Dani, gloriantique se ex Antenore 
progenitos; qui, quondam Trojae finibus depopulatis, mediis elapses Achivis, 
Illyricos fines penetravit cum suis.!? 


The Dacians, who would later come to be inhabitants of Normandy, had traced 
their descent from the Trojans, and this genealogical connection to Trojans, 
and through them, to Romans, provided Richard 11 with just such a justification 
for his ruling part of the former Roman Empire.!! Their homeland, Dacia, was 
also imbued with a royal origin: Dudo's world is divided into three continents: 
Asia, Europe, and Africa, of which Europe is, according to him, the best; within 
Europe, the provinces of Germany are the best, of which “Dacia stands in the 
middle, looking like a crown, or resembling a city fortified by the Alps"? (Dacia 
exstat medioxima, in modum coronae, instarque civitatis, praemagnis Alpibus 
emunita.?) In Dudo's conception of geography, Dacia is the king of lands: it 
is richest, itis in the centre, and, metaphorically, it wears a crown. The king of 
earthly lands produced the rightful kings of that land: first the Trojans, then 
their descendants, the Romans, and, in Dudo's own day, their descendants, the 
Normans. 

Second, these explicit claims of legitimacy in the text are buttressed by his 
literary and stylistic presentation of them by modelling his account of the life 


9 Dudo (1998) 17. 

10 Dudo (1865) 130. 

11 One of Dudo’s continuators, Saxo Grammaticus, alters his account of the Trojan history 
of the Danes, omitting Antenor entirely. Friis-Jensen (1995) 12 astutely notes that this is 
because of the differing claims to political legitimacy each author creates: while Dudo 
legitimizes through Rome and Troy, Saxo “wants to make it clear that the Danes are 
autochthonous ... [H]e wants his readers to see Scandinavian culture as a development 
which is parallel to Greco-Roman culture, not a derivation of it.” 

12 Dudo (1998) 15. 

13 Dudo (1865) 129. 
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of Rollo, the founder of the Norman dynasty, on Virgil’s Aeneas, transposing 
the events of the Trojan hero's life and the sack of his city to contemporary 
medieval life and substituting the role of Roman religion with Christianity.4 
That is, he shaped the account of Rollo's exploits to fit what Ingledew calls 
a "Virgilian scheme.”!5 Virgil's conception of genealogical history became the 
most influential for a variety of reasons. Homer's account of the Trojan War 
was lost to Western Europe during the Middle Ages, and those who were aware 
of it believed Homer to be biased against the Trojans, whose descendants 
the medieval historians were meant to glorify. Though Dares and Dictys were 
the primary sources for factual knowledge about the Trojan War, and though 
their works did indeed describe many of the Trojans' wanderings, their works 
lacked the element of prophecy that would give the otherwise secular founding 
of new dynasties political legitimacy through divine sanction. The pattern 
of exile, wandering, prophecy, and city founding (a metonymy for dynastic 
foundation) in The Aeneid makes that work the literary model for examples of 
epic continuation in several other medieval genealogical histories, including 
Dudo's. 

Rollo's story begins with a war against an enemy king, which ends with 
Rollo's defeat in a way similar to the Trojan defeat at the hands of the Greeks: 
"Conflict between the king and Rollo continued for the space of five years, and 
then the king sent him words of peace, such as these, in trickery."6 (Unius vero 
lustri spatio preservante inter regem et Rollonem duello, inisit rex pacificis verbis 
ad eum hujusmodi in dolo.) As with Aeneas and the Trojans, Rollo believes the 
long war to be over, only to be defeated by treachery in the form of a false peace; 
his city is sacked and many of his men are killed; he flees, like Aeneas, with a 
small band of followers by ship. 

The account of Rollo's defeat and flight, written in prose, is then interrupted 
by a prophecy in hexameter verse, the epic metre, which is reminiscent of the 
Aeneid's prophecies of the founding of the new homeland in Italy: 


14 See, for example, Stok (1999), for whom the Gesta Normanorum is a new Aeneid, with the 
parallelling of Aeneas' and Rollo's flights and the wars in Normandy and the founding of 
the dynasty as the equivalent of Aeneas' war against the Rutulians (thus casting Dudo as 
the new Virgil); Bouet (1990), for whom Dudo's emulation of Virgil has both literary and 
ideological ramifications; Searle (1984), who argues that Dudo is not pedantic or slavish 
in his use of Aeneas as a pattern for Rollo. 

15  Ingledew (1994) 666. 

16 Dudo (1998) 27. 

17 Dudo (1865) 143. 

18 Fora similar analysis of Rollo's flight as imitating Aeneas; see Albu (2001) 16. 
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Wealth will be showered on Rollo, affluence on him be conferred; 
Francia, you will be fruitful in your fortunate offspring 

Formed of the seed commingled of noble Christian believers 

Once there is peace between Francia’s sons and the Dacians, 

Then will she breed and give birth, and pregnant, bring forth 
Kings and archbishops, dukes also and counts, nobles of high rank: 
Under whose rule, Christ-led, all the world will rejoice & prevail, 
And by whom churches will everywhere be increased in number, 
And they will rejoice in new and continuing progeny.!9 


Suggeret omne bonum isti prospera divite censu, 
Illum ditabit, locupletans munificabit; 

Francia deque tuis genitis fecunda beatis, 
Spermate nobelium concretis christocolarum, 
Dacigenis cum Francigenis jam pacificatis, 
Gignet producens, expurget, proferet ingens 
Reges, pontificesque, duces, comites, proceresque: 
Sub quibus orbis ovans pollebit, principe Christo, 
Et quibus ecclesiae fecundabuntur utique, 

Atque novo quorum, gaudebunt, perpete foete.?0 


The prophecy promises Rollo a new homeland, great success, and that, much 
like Aeneas, after years of hardship and war, he will found an enduring empire 
ruled by his descendants. As Ingledew suggests, however, Dudo replaces the 
pagan elements of the Aeneid’s prophecies with Christian ones more conso- 
nant with medieval theology and ideology: Rollo becomes a church-builder in 
his new land. 

Dudo asserts the Norman right to rule in two ways. First, by connecting their 
genealogy to the Trojans, themselves the ancestors of the Romans, he offers 
the example of translatio imperii as imperial primogeniture. This justification, 
however, lacks the divine sanction so crucial to the medieval understanding 
of the divine right of medieval kings. This secular justification is, therefore, 
incomplete, so Dudo, like Virgil, uses prophecy to imbue it with religious 
legitimacy as well. In The Aeneid, Venus, Jupiter, and Vulcan, the pagan gods 
of Roman religion, all use prophecy to guide Aeneas to Rome and ensure its 
founding and imperial success, a chain of events made possible by Poseidon's 


19 Dudo (1998) 28. 
20 Dudo (1865) 144. 
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prophecy in The Iliad (20.302) that Aeneas was destined not to die at Troy, but 
to carry on the Trojan line. Dudo also employs prophecy to grant his ruler divine 
sanction, but unlike the pagan gods who prophesy Aeneas’ success, Rollo’s rule 
is sanctioned by the Christian God. 

Like all genres, the genealogical history has a set of literary conventions; 
in the world of the conventional genealogical history, no king who receives a 
prophecy of success ever dies with this prophecy unrealized. The prophecy, 
therefore, is more than simply divine sanction: it is a guarantee of success. 
Rollo’s story, then justifies the continued reign of his dynasty, a particularly 
potent concern given that Richard 1 had only two more years to live when he 
commissioned Dudo and the political instability of the 990s.?! 


2 The Trojan Genealogical History in England: Geoffrey of 
Monmouth’s Historia Regnum Britanniae and the English Civil War 


Dudo's historiographical method became the literary model for later medieval 
historians. Geoffrey of Monmouth's History of the Kings of Britain uses this same 
mix of Trojan wanderings, prophecy, and genealogy to create a national iden- 
tity for Britons and justify the political legitimacy of its ruling class. Geoffrey's 
History was written during the 1130s, during the English Civil War between the 
Empress Matilda, whom Henry 1 had declared his heir on January 1, 127, and 
King Stephen, who contested her claim to the throne. His History can thus be 
viewed as criticism of civil war in general and in support of Matilda in partic- 
ular, especially in light of the fact that "her greatest supporter was Geoffrey's 
chief patron, the strong and generous Robert of Gloucester"? Finally, Geoffrey 
argues for what Tatlock calls “still more crudely, imperialist propaganda."?? The 
English sought to justify their long-dreamt of conquests in Ireland as well as the 
Continent by citing, through their genealogical connection to Troy, a historical 
claim to the land—both Britain, whom their eponymous ancestor, the Trojan 
refugee Brutus, ruled, and the rest of Europe, where their imperial forebearers 
the Romans did: 


That the Norman dynasty was addicted to extending its dominions needs 
no proof ... Nor is proof needed that Geoffrey again and again exalts 


21 Succinctly described in Lifschitz (1994) 107-109 and 115-117. 
22  Tatlock (1938) 702. 
23 Tatlock (1938) 702. 
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his Britons by showing them again and again as European if not world 
conquerors ... I do not believe that Geoffrey was unaware that his showing 
the ruler of England as lord also of all the British Isles, all Scandinavia and 
most of France, and as victorious over the Roman Empire, would be highly 
gratifying to the Norman dynasty and its supporters.?* 


Geoffrey's work, like Dudo's, encompasses several centuries, and, as with Dudo, 
the Trojan section comprises only the introductory part of his history. Nev- 
ertheless, their early sections contain the major themes of the rest of their 
respective works. Geoffrey begins by sketching out the physical dimensions of 
the land over which he wishes to justify English rule and the various races of 
people who live there.?5 Having described the kingdom and its current politi- 
cal situation, Geoffrey then describes how the Britons once ruled it before the 
Norman Conquest. Implicit in his discussion is their right to rule it again, while 
the rest of his history is an argument for the justness of British rule based on 
their primacy. 

Indeed, after this description of the political sphere, Geoffrey returns to 
the origins of secular history, the Trojan War, to describe the events leading 
up to the founding of Britain: "After the Trojan War, Aeneas fled from the 
ruined city with his son Ascanius and came by boat to Italy"?6 (Aeneas, post 
Troianum bellum et excidium urbis cum Ascanio, filio suo fugiens, Italio navigio 
devenit?) The events of the Aeneid are briefly reiterated, followed by Geoffrey's 
making explicit a genealogical link to Rome, Ascanius' election as king, and 
his founding of “the town of Alba on the bank of the Tiber”?® (Super Tiberim 
Albam Longam condidit.??) Having made explicit the genealogical links to Troy 
and Rome, Geoffrey recasts Dudo's model to describe the founding of Britain. 
Like Dudo, Geoffrey stresses the importance of prophecy in this case, thereby 
granting a divine sanction to the events that he describes: Ascanius' son has a 
love affair with Lavinia's niece. On finding out that she is pregnant, Ascanius 
consults the soothsayers about the child's destiny: 


24 Tatlock (1938) 703. See Zatta 1998 for an alternate reading of the political implications of 
Geoffrey's vernacular translators. 

25 Geoffrey (1951) 23. 

26 Geoffrey (1966) 54. 

27 Geoffrey (1951) 24. 

28 Geoffrey (1966) 54. 

29 Geoffrey (1951) 24. 
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The soothsayers said that she would give birth to a boy, who would cause 
the death of both his father and mother; and that after he had wandered 
in exile through many lands, this boy would eventually rise to the highest 
honour.39 


Dixerunt autem magi ipsam gravidam esse puero qui et patrem et matrem 
interficeret pluribusque terries in exilium peragratis ad summum tandem 
culmen honoris perveniret?! 


The child, a royal Trojan refugee destined to rule a new empire in the west, 
is thus another iteration of the medieval mythical paradigm rooted in Virgi's 
Aeneas and paralleled in th Middle Ages by Dudo's Rollo. Brutus is expelled 
from Italy, fleeing over the sea until he meets a group of Trojan refugees who 
are held in slavery in Greece. In a long battle scene, Brutus, like Aeneas, fights a 
new Trojan War in which the Trojans defeat the Greeks. Finally—and just as the 
Aeneid itself suggests the union of Trojan and Italian through the marriage of 
Aeneas's son and Lavinia's niece— Geoffrey recasts the Trojan War's end with 
Brutus' marriage to the Greek king Pandrasus' daughter Ignoge. At the wedding, 
Pandrasus readily acknowledges the legitimacy of Brutus' descent: 


Itake some comfort in the knowledge that I am about to give my daughter 
to a young man of such great prowess. The nobility which flourishes in 
him, and his family, which is well known to us, show him to be of the true 
race of Priam and Anchises.?? 


Solacium tamen habeo, quia copulo eam probo et nobili, quem ex genere 
Priami et Anchisae creatum fama declarat.?? 


Pandrasus confirms Brutus' lineage in terms of his descent from the Trojans 
through Priam and the Romans through Anchises. The defeat of the Greeks 
by the Trojans reverses the historical ignominy of the Trojan War, thereby 
removing the stigma of defeat from Brutus' British descendants, Geoffrey's 
patrons. The kings of England are now seen to be on the side of the winners 
of the Greco-Trojan wars, not the losers. 


30 Geoffrey 


(1966) 54- 
31 Geoffrey (1951) 25. 
32 Geoffrey (1966) 63. 
( 


33 Geoffrey (1951) 32. 
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Also like his literary models, Brutus receives a divine prophecy for the build- 
ing of his new nation. After his wedding, Brutus and the Trojans set sail and, 
during their journey, come across a temple of Diana, where “there was a statue 
of the goddess which gave answers if by chance it was questioned by any- 
one.”34 (Ubi imago eiusdem deae response quaerentibus dabat.*°) Drawing on 
the prophetic mode of both Virgil and Dudo and breaking from the narrative 
prose, Brutus asks the goddess in verse to 


tell me which lands you wish us to inhabit. Tell me of a safe dwelling-place 
where I am to where I am to worship you down the ages, and where, to the 
chanting of maidens, I shall dedicate temples to you.36 


dic quas terras nos habitare velis. 
Dic certam sedem, qua te venerabor in aevum, 
Qua tibi virgineis templa dicabo choris.9" 


The prophecy is then given when Diana comes to him in a dream: 


It seemed to him that the goddess stood before him and spoke these words 
to him: "Brutus, beyond the setting of the sun, past the realms of Gaul, 
there lies an island in the sea, one occupied by giants. Now it is empty 
and ready for your folk. Down the years this will prove an abode suited to 
you and to your people; and for your descendants it will be a second Troy. 
A race of kings will be born there from your stock and the round circle of 
the whole earth will be subject to them."58 


Tunc visum est illi deam astare ante eum et sese sic affari: 
Brute, sub occasu solis, trans Gaillicia regna, 

insula in Oceano est, undique clausa mari; 

insula in Oceano est habitat gigantibus olim, 

nunc deserta quidem, gentibus apta tuis. 

Hanc pete: namque tibi sedes erit illa perennis: 

haec fiet natis altera Troia tuis, 


34 Geoffrey (1966) 64. 
35 Geoffrey (1951) 33. 
36 Geoffrey (1966) 65. 
37 Geoffrey (1955) 33. 
38 Geoffrey (1966) 65. 
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hic de prole tua reges nascentur et illis 
totius mundi subditus orbis erit.99 


The prophecy articulates the genealogical justification for the rule of Britain— 
“a race of kings will be born there from your stock"—as well as the justification 
for British military expansion onto the Continent—'the round circle of the 
whole earth will be subject to them." The use of prophecy in this context gives 
divine (albeit pagan) sanction to Geoffrey's assertions. 

Like Dudo, Geoffrey switches from prose to verse when recounting this 
prophecy. This divine sanction for dominion over the world is also significant 
insofar as it bears upon England's conflict with the French. Sailing from Diana's 
temple, Brutus joins with another band of Trojan refugees led by Corineus, 
who would later become the eponymous founder of Cornwall, just as Brutus 
would for Britain. Their combined armies land in Aquitaine and defeat the 
Gauls in battle. Geoffrey even asserts that Brutus "came to the place which 
is now called Tours, the city which, as Homer testifies, he himself afterwards 
founded.”*° (venit ad locum ubi nunc est civitas Touronorum, quam, ut Homerus 
testator, ipse prior construxit.*') Geoffrey, who had no access to Homer, could 
not have known that Homer, in fact, wrote no such thing. Yet by attributing 
this to Homer, who, because of his age, was held to be a reliable source, Geoffrey 
seeks to endow the claim with a particularly strong overlay of truth. 

He provides further evidence for the primacy of British rule in France later, 
when he claims that after the death of Brutus’ nephew, “[t]he city of Tours ... 
took its name from Turnus, who was buried there"? (De nomine itaque ipsius 
civitas Turonis vocabulum sumpsit, quia ibidem sepultus est Turnus.*?) Places 
named after Trojan heroes, such as Britain and Cornwall, are one of Geoffrey's 
methods for asserting political legitimacy over the land to which names refer. 
Geoffrey here seems to employ this strategy to claim a portion of France for the 
British.^^ 

According to Geoffrey, following this battle Brutus settles in Britain, where 
he “[comes] at length to the River Thames, walk[s] up and down its banks and 


39 Geoffrey (1951) 34. 

40 Geoffrey (1966) 69. 

41 Geoffrey (1951) 37. 

42 Geoffrey (1966) 71. 

43 Geoffrey (1951) 38. 

44 Geoffrey attributes a similar division of places and eponymous place names to Brutus’ 
sons: "Locrine, who inherited Loegria (England), Albanact, who obtained Albania (Scot- 


land), and Camber, who became king of Cambria (Wales)" Parsons (1929) 394. 
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so [chooses] a site suited to his purpose. There he build[s] his city and call[s] 
it Troia Nova.”*5 (Ad Tamensem fluvium locumque nactus est proposito suo per- 
spicuum. Condidit itaque ibidem civitatem eamque Novam Troiam vocavit, quae 
postmodum per corruptionem vocabuli Trinovantum est.^9) Geoffrey completes 
his genealogical justification for British rule with this final act of naming: 
named after Brutus, his companions, and his children, the land becomes the 
titular property of their descendants.^? 


3 The Trojan War on the Roman Margins: Snorri Sturlusson's Edda 
and the Trojans of the Northern Europe 


It stands to reason that, as claimants to Rome's inheritance, the French and 
the English would seek to forge a common genealogical tie to Rome through 
Troy, but the Trojan War was used as a means to legitimize political authority 
even in places never under Roman rule. In Iceland, versions of the Trojan War 
were introduced “before the thirteenth century, creating the mischief it had so 
often done before. Troy once more had to stand father to a nation looking for 
a respectable pedigree? The text which most forcefully makes the connec- 
tion between the dynasties of Scandinavia is Snorri Sturluson's Edda, written 
around 1220. The Edda begins with the Biblical creation story, from Adam and 
Eve to Noah and the Flood, before linking it to the Trojan legend and, ultimately, 
through Trojan genealogy, to the line of Scandinavian kings.^? Lincoln observes 


45 Geoffrey (1966) 73. 

46 Geoffrey (1951) 40. 

47 Foran analysis of Brutus’ conquest from a postcolonial perspective, see Warren (1998), 
esp. 124. 

48 Frank (1909) 147. 

49  Snorri'sother great historiographical work, the Heimskringla, begins with a global geogra- 
phy and the rule of Odin, though without the Trojan connection present in the Edda. One 
exception may be his description of the land to the west of the Black Sea, which he notes is 
called "Europe" by some and “Enea” by others. Hollander glosses this last word: “From the 
name of Aeneas, the founder of Lavinium?" Snorri (1964) 6, n. 1. The question mark at the 
end of the note, however, suggests the speculative nature of the claim. For an analysis of 
Snorri's knowledge of dynastic and national histories and particularly the works of Geof- 
frey of Monmouth, see Whaley (1991) 128 and Wanner (2008) 148, who also suggests the 
Icelandic translation of Dares' De Excidio Troiae in Iceland under the title "Trójumanna 
Saga," which might have also influenced Snorri. The fullest treatment of Snorri's mytho- 
logical preface is Wanner (2008) 140-158, in which Wanner argues that the purpose of this 
opening section was "to contrive 'true' portraits of pagan mythological tradition, the ori- 
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that, in connecting the Trojan legend with the Biblical account of history and 
other legendary sources, Snorri follows the historiographical method of his pre- 
decessors: 


His text is an absolute tour de force, combining numerous discourses, 
allusions, topoi, and subtexts. Among these, one can recognize the Vir- 
gilian theme of Trojan origins and migration ... conjoined with a euhe- 
merist explanation of the pagan deities ... Toward this end he constituted 
the Norse gods’ names as vestigial indices of their native land. Thus, ‘Thor’ 
became Trór, a son of Priam named for Troy; his wife ‘Sif’ was the Sibyl.5° 


Like his predecessors in the historiographical tradition of the Trojan diaspora, 
Snorri grafts the story of the Trojan diaspora onto the existing tradition of 
heroic literature (such as the Galfridian combination of the Trojan Brutus with 
the local traditions of Merlin and Arthur) and, also like Geoffrey, uses the 
false but plausible etymologies derived from phonetic similarity between place 
names and Trojan heroes to join the two traditions. 

Like Dudo, Snorri begins by describing Troy’s central position in world geog- 
raphy: 


Near the centre of the world where what we call Turkey lies, was built the 
most famous of all palaces and halls—Troy by name. That town was built 
on a much larger scale than others then in existence and in many ways 
with greater skill, so lavishly was it built.5! 


Neer miðri veröldinni var gert pat hus ok herbergi, er ágeetast hefir verit, er 
kallat Trjóa, bar sem vér kóllum Tyrkland. Pessi stadr var miklu meiri gerr 
en adrir ok med meira hagleik á marga lund med kostnaói ok fóngum, en 
par váru til.52 


Snorri then describes the process of expansion, conquest and colonization by 
which Trojans spread out and conquered the world: “One of the kings was 
called Múnón or Memnón. He married a daughter of the chief king Priam who 


gins of Scandinavian royalty and culture, and the working out of Christian history in the 
north” Wanner (2008) 140. 

50 Lincoln (2001) 321. 

51 Snorri (1964) 25. All Icelandic from Snorri (1935); translation from Snorri (1964). 

52 Snorri (1935) 6. 
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was called Troan, and they had a son name Trór—we call him Thor.”>? (“Einn 
konungr i Trjóu er nefndr Münón eda Mennón. Hann atti dóttur héfudko- 
nungsins Priami. Su hét Tróan. bau áttu son. Hann hét Troy, er vér köllum 
bór.54) Snorri melds the indigenous mythological heroes of Scandinavia, such 
as Thor, with the imported heroic tradition of Trojan heroes. At the age of 
twelve, Thor "took possession of the realm of Thrace—we call that Trud- 
heim.'55 (“Eignadi sér ríkit Trakíá. Pat köllum vér Prüüheim."56) This is the first 
of many conquests by the Trojans as they colonize the rest of the world, and it 
attributes the conquest of a distinctly Balkan location, Thrace, to a distinctly 
Scandinavian hero, Thor, thus again melding the two traditions. 

As with Virgil, Geoffrey, and Dudo, Snorri's hero benefits from having re- 
ceived a prophecy assuring him of the eventual success of his journey. Each of 
these heroes, moreover, is assured that his children will rule under the same 
divine favour as he does. In The Prose Edda, Thor, after defeating in battle 
many warriors, giants and dragons, “married a prophetess called Sibyl.”5 (“I 
norórhálfu heims fann hann spákonu pá, er Síbíl hét, er vér kóllum Sif, ok fekk 
hennar.”58) Their descendant, 


Odin, and also his wife, had the gift of prophecy, and by means of this 
magic art he discovered that his name would be famous in the northern 
part of the world and honoured above that of all kings. For this reason he 
decided to set out on a journey from Turkey.5? 


Odinn hafdi spádóm ok svá kona hans, ok af beim visendum fann hann 
pat, at nafn hans myndi uppi vera haft í nordrhalfu heims ok tignat 
um fram alla konunga. Fyrir þá sök fystist hann at byrja ferð sina af 
Tyrklandi.969 


From this point on, the story leaves Troy, never to return. The literary elements 
of Snorri's work and those of his predecessors are the same—a Trojan exile, 


53 Snorri (1964) 25. 
54 Snorri (1935) 9. 
55 Snorri (1964) 25. 
57 Snorri (1964) 26. 
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guided by prophecy, becomes progenitor of a European dynasty.9! But Snorri’s 
version omits a significant element of the traditional story: the Trojan War 
itself. Like Brutus’ and Rollo's flights from Troy, Odin's was the result of frat- 
ricide and internecine conflict. Unlike the other two heroes, however, Odin's 
flight occurs while Priam is still king in Troy; there is no mention of the Greeks 
or their war against the Trojans. This omission removes the historical stigma of 
defeat which features prominently in Virgil's and Geoffrey's accounts of Trojan 
history. 

The omission also emphasizes the limited importance in the Edda of Troy 
itself: Snorri's concern is not with Troy or its history; it lies in justifying the 
political rule of the Yingling and the other northern European dynasties and 
to set them on equal footing with their Trojan-descended southern European 
royal peers: 


The links forged through Odinn between the ruling houses of northern 
and central Europe might have made this scheme even more attractive to 
[King] Hákon [1v of Norway], who by the early 1220s was keen on fostering 
relations with neighboring governments ... By placing the aesir [that is, 
the pagan Norse gods] into the stream of Trojan (and thereby world) 
history ata position of one remove, as it were, from the well-known figures 
and events of the Trojan war, he may have sought to create a prestigious 
pedigree for the founders of northern culture and kingship that could not 
easily be refuted by already established 'history'&? 


Indeed, Snorri's account contains the most detailed description of territorial 
conquest and the establishment of monarchies by the scions of Troy. After 
reporting the divine sanction for Odin's journey, Snorri then describes Odin 
andhis children's settlements in Northern Europe: Odin and his followers arrive 


61 Wanner (2008) 147 argues for an additional kind of genealogical justification for Odin: 
he not only connects Scandinavian kings to Troy, Rome and European culture, but also 
"in a quasi-genealogical sense Norwegian kings and Icelandic poets.” Thus, the Icelandic 
poet connects himself, those of his profession, and his race more generally to the ruling 
elite. 

62 Wanner (2008) 149. Wanner further notes, however, that the Trojan theory was not in use 
before Snorri "and it seems, moreover, never to have gained real purchase in Scandinavia 
outside of Iceland, where it continued to appear only in texts directly influenced by the 
Edda" Wanner (2008) 149. See Wanner (2008) 149 and following for alternate medieval 
genealogies of the Scandinavian kings. 
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and divide the lands up among them. One son, Vegdeg, becomes king of East 
Germany, another rules over Westphalia, and a third over France. Other sons 
rule Jutland, Denmark, and Scandinavia. Having colonized for his children 
much of Northern Europe, Odin himself sets out for Sweden, where, like Brutus 
and Aeneas before him, he becomes the founder of a New Troy. The urgency 
of this mission, however, is diminished by the fact that in Snorri’s account 
of history the original Troy still stands. Nor is Odin a fugitive like his father, 
Aeneas, Rollo, or Brutus. Rather, his “travels were attended by such prosperity 
that, wherever they stayed in a country, that region enjoyed good harvests and 
peace.” (“sa tími fylgði ferð þeira, at hvar sem þeir dvéldust í löndum, pa var 
þar ár ok friðr.”64) Indeed, such is his prosperity that when he arrives in Sweden, 
the local king offers to give him the chief authority in the country. Odin accepts 
“and he chose there for himself a town-site now called Sigtuna.”® (“ok kaus sér 
bar borgstad, er nú heita Sigtún.”66) 

Sigtun becomes Odin’s New Troy; he founds it on the same plan as the 
original city and institutes in it the same customs and laws which had existed 
in the old Troy: “He appointed chieftains after the pattern of Troy, establishing 
twelve rulers to administer the laws of the land, and he drew up a code of 
law like that which had held in Troy and to which the Trojans had been 
accustomed."67 (“Skipaði hann þar höfðingjum ok í þá liking, sem verit hafði 
í Trója, setti tólf höfuðmenn í staðinum at dæma landslög, ok svá skipaði hann 
réttum öllum sem fyrr hafði verit í Trója ok Tyrkir váru vanir.”68) Finally, Odin 


placed his son over the kingdom now called Norway. Their son was called 
Sæming and, asit says in the Háleygjatal, together with the earls and other 
rulers the kings of Norway trace their genealogies back to him. Odin kept 
by him the son called Yngvi, who was king of Sweden after him, and from 
him have come the families known as the Ynglingar.69 


setti par son sinn til þess ríkis, er nú heitir Nóregr. Sá er Sæmingr kallaðr, 
ok telja þar Nóregskonungar sínar ættir til hans ok svá jarlar ok aðrir 
ríkismenn, svá sem segir í Háleygjatali. En Óðinn hafði með sér þann son 
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sinn, er Yngvi er nefndr, er konungr var i Svípjóóu eftir hann, ok eru fra 
honum komnar beer ættir, er Ynglingar eru kalladir.”° 


Thus are the Trojan origins for most of the dynasties in Northern Europe and 
Scandinavia established at the outset of Snorri's history, thereby establishing 
their political legitimacy based on their Trojan pedigree. Snorri, moreover, 
attributes another legitimizing factor to the government: that it was founded 
on the same laws as existed in Troy, thus giving not only the monarchy but the 
social and legal codes the elevated pedigree which comes from Trojan lineage. 


4 The Republic of Troy: The Codex Marco, Martin da Canal's Les 
Estoires de Venise, and the Trojan Origins of Venice 


Like Dudo, Geoffrey, and Snorri, the authors of chronicles about the Trojan 
founding of Venice use their legendary genealogy to justify the right of the con- 
querors to possess the land and to use the Trojans.” Several works describe 
the Trojan origins of Venice, of which only two will be discussed here: Martin 
da Canal's Estoire de Venise, composed between 1267 and 1275, and the Codex 
Marco, composed in 1292.77 Unlike many of the dynasties that claimed Tro- 
jan descent, Venice was not a monarchy, but a republic. As a result, the values 
embodied by the Trojans in the Venetian foundation story were different from 
those commissioned by European monarchs. Dudo, Geoffrey, and Snorri con- 
ceive of history as being shaped by the agency of one hero whose embodiment 
of that society's values enables him to lead his people to safety and prosper- 
ity. Although the Republic of Venice was certainly an oligarchy, it was also a 
communal undertaking. As a result, the chroniclers who wrote about Venice's 
Trojan foundation imbued their work with the communal values the society 
idealized. The Trojans in The Codex Marco, for example, do not come to Venice 
led by a single hero-founder, but rather as a group: 


Then came the Trojans to their ships, they immediately set sail, sailing 
the seas so long until they came to a hill, where the city of Venice is now 


70 Snorri (1935) 15. 

71 For general reference, see Pertusi (1970) and Da Canal (1972), which contain both the 
primary sources and detailed analysis. 

72  Foranother work, the 12th century Origo civitatum Italie seu Venetiarum, see Brown (1996) 
12. 
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built, and deliberating among themselves about the position of the place, 
which was marshy and free from all authority, they decided to construct 
their homes there.7? 


Itaque accedentes Troiani ad eorum vassella, dederunt continuo vela ventis, 
tam diu per equora navigantes quousque pervenerunt al quandam tubam, 
ubi nunc venetiarum civitas est constructa, et deliberantes infra se de sta- 
cione loci, qui erat labilis et ab omni exemptus dominio, disposuerunt ibi 
ipsorum construere mansiones.”4 


It is only after the initial group settlement that an elected king (much like 
a doge) arrives with a second group of settlers consisting of the Trojan hero 
Antenor and 2,500 other Trojan refugees. The narrative then continues: “They 
elected a king. For love of him, they built a city which they called Antenorida, 
the name of which derived from the king” (Elegerunt in regem. Cuius amore, 
civitatem qua(m) construxerant Antenoridam, a nomine region derivatam, (apel- 
larunt).”>) Antenor therefore assumes the role of eponymous hero-founder as 
did Brutus and other similar heroes. His depiction in this role, however, differs 
significantly from the treatment of similar characters in other genealogical his- 
tories. Antenor is not, in fact, the city founder: he arrives after the unnamed 
masses had already settled the city. His rule, moreover, comes not from divine 
sanction, but, mirroring the Venetian system for selecting doges, from an elec- 
tion by the people.7$ Venice's political structure is a collective one, and thus 
Venetian historians imagine its Trojan founders to have had, like them, a col- 
lective structure. 

Das interprets this as a rejection of the idealized founder-hero/king of other 
genealogical histories: Antenor's departure "suggests that even though the Tro- 
jans had chosen him to be their king, the conditions were already set, that is 
the abundance of free and various peoples, did not leave the space required for 
the proper monarchical authority"? Marco, however, describes how "Trojans 
from many places came to Antenoridam, but such a great crowd having come, 
it was not possible to welcome them to the island." (Troiani ex diversis partibus 
ad Antenoridam accesserunt sed quidem moltitudo maxima illuc perveniens, in 


73 Translation my own. 

74  Carile (1970) 121. For another reading of this passage, see Das (2004) 99. 
75 . Carile (1970) 122. 

76 This reading of the passage draws from Das (2004) 101. 

77 Das (2004) 101. 
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inusla non potuit hospitari.’®) Antenor then goes on to found Altilia and Padua, 
where he dies, while other Trojans then found a variety of other cities. Thus, 
though Venice may have offered Antenor no political space, it did allow him to 
become a model of city-founder: by conquering cities around Italy, he becomes 


the prototype for a rising Venetian empire. This function seems to be the view 
of his fellow Trojans, as reflected in his epitaph: 


Here lies Antenor, founder of the city of Padua. 
He was a good man, all followed him. 


Hic iacet Antenor, Paduane conditor urbis. 
Vir bonus ille fuit, omnes secuntur eum.”9 


A similar communal founding is attested in Martin da Canal's Les Estoires de 
Venise. Fleeing from Attila the Hun, the Trojan refugees, who had lived between 
Milan and Hungary for many years, until Attila the Hun 


78 
79 
80 


came to Italy against the Christians ... and first took a noble city called 
Aquileia and destroyed it: and know that it was first built by the Trojans. 
And when Attila had spent a season in Aquileia, he set out from there 
and destroyed all the Trojan cities up to Milan. And because of this 
destruction, the noblemen and women of these cities took to the sea 
and found mounds in the sea and on these mounds built many beautiful 
houses. 


vint en Itaire encontre les crestiens ... et prist premierement une noble 
cite que |’ en apele Aulee et la mist a destruction: et sachés que celes Aulee 
fu estoree premierement por li Troians. Et quant Atille fu en saisine de 
Aulee, il s'en ala avant e mist a destruction totes les viles que firent li 
Troians en seche terre jusque a Millan. Et par cele destruction s' enfuirent 
la nobilité des homes et des femes de celes viles enver le mer et troverent 
desor la marine monciaus de terre et firent desor ciaus monciaus de terre 
maintes beles viles.®° 


Carile (1970) 122. 
Carile (1970) 122. 
Da Canal (1972) 6. 
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Da Canal adds that “[t]his beautiful city was called Venice and built in 
the year of the incarnation of our Lord Jesus Christ 421.” (“cele bele cite que 
l'en apele Venise fu faite en l'an de l'incarnation de nostre seignor Jesu Crist 
.ccccxxj.”8!) While da Canal and Marco both attest to the communal founding 
(da Canal, in fact, describes the system of republican government and the 
doges immediately after the establishment of the city) and the flight from the 
mainland to the marshes, da Canal grounds his account in real rather than 
legendary history, i.e. the invasion of Attila, and paints his Trojans as Christians, 
complete with their building of “bele yglises" / “beautiful churches" and, more 
specifically, “in the main city, 70 churches.” (“en la maistre vile .lxx yglises."92) 

The idealization of group cooperation results in the Venetian accounts leads 
also to another revision ofthe traditional conventions of the Trojan foundation 
myth. Venice, in opposition to Rome, rejects not only the hero-king, but also 
the guarantee of divine prophecy and empire. Marco's creation of Venetian 
ideology is, in this reading, a rejection of Rome.®? The rejection of Antenor 
is also a rejection of Aeneas-type city founders. Marco gives the Venetians 
neither a founder “nor does he award them divinely ordained freedom."*^ There 
is no guarantee of prosperity and empire because there is no one family line 
whose rule the Venetians must ensure. Rather, Marco's chronicle again stresses 
communal responsibility. Venice's security rests upon the cooperation of its 
citizens, not aid from the gods. Though he drew his account from the same 
source material and understood the conventions of the Trojan exile as city- 
founder legend, Marco adapts this type of legend to suit the specific political 
culture of Venice.95 


Drawing on Virgil's example in the Aeneid, Dudo, Geoffrey, and Snorri create 
Trojan exiles who, with divine aid, colonize vast expanses of Europe, both those 
formerly under Roman control and those, like Scandinavia, which were not. 
The divinely sanctioned hero-founder who led these expeditions—Aeneas, 


81 Da Canal (1972) 6. 

82 Da Canal (1972) 6. 

83 Brown (1996) 25 notes that in Marco “edged back civic history further than Canal and 
claimed that the first Trojan colonists had arrived in the Venetian /agoon (and not just 
Aquileia) immediately after the fall of Troy, while Rome would be founded only 454 years 
later. ... He also addressed the issue of Venice’s priority over Padua, now a troublesome 
competitor" by noting that it, too, was founded after Venice. Thus, Marco uses history to 
assert the civic power and hierarchy in his own time. 
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Rollo, Brutus, or Odin—would become the founder of a dynasty, and the divine 
favour cast upon the founder would carry over to his descendants, guaranteeing 
peace and prosperity. The Venetian myth of Trojan foundation used these same 
tropes, but altered them to suit the more republican ideology of the Venetian 
Republic. Rejecting the single-hero founder and the divine guarantee, Venetian 
chroniclers like Marco and Martin da Canal created a Trojan society where 
cooperation and shared responsibility are the only guarantees of success and 
prosperity. In this communal view, there is room neither for the individual hero 
nor for the ideology he represents. 

Though the stories of Trojan origins are not the main focus of these works, 
their position at the beginnings of these accounts suggests their importance 
as the point of origin for secular dynastic histories and for establishing the 
legitimacy of the rulers whose exploits and lives comprise the remainder of 
the works. 
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Epic Continuation as Basis for Moral Education: 
The Télémaque of Fénelon 


Jardar Lohne 


For you, oh my dear Télémaque, 

I [Narbal] beg the Gods 

who guide you as by the hand, 

to accord you the most precious of theirs gifts, 
which is virtue pure and without spots, 

until death 


In 1699, there appeared on the streets of Paris a text of a hitherto unknown 
nature, apparently by mistake. It was to become a literary sensation, the most 
sold book in France from its publication until Rousseau's Julie, ou la nouvelle 
Heloise (1761), and make a deep imprint on literary practice at least until the 
Revolution of 1789, remaining extremely widely read just up until the first world 
war. According to legend—the sources here are quite ambiguous on the subject 
of the actual order of things—the mistake lying behind this awesome success 
lies at the hand of a copyist, passing the text to a printer without permission. 
The author, Francois de Salignac de la Mothe-Fénelon (1651-1715), Archbishop 
of Cambrai and educator of the royal prince, however, had originally composed 
it solely for an audience of one, notably the young prince of Burgundy, for 
whom he was the preceptor. 

The Adventures of Télémaque, fils d’ Ulysse (1699), hereafter Télémaque, stage 
the follow-up of the first four books of the Odyssey that introduce the story 
of Ulysses' return to Ithaca in Homer's work. Constituting eighteen separate 
books, the 17th century epic develops on the original story by following the 
young prince Télémaque, heir to the throne of Ithaca, across the dangerous and 
shifting Mediterranean seas on his quest to find his father Ulysses returning 
from the war of Troy. In Fénelon's version, the young prince's journey becomes 
one of education, preparing him for the royal duties to come. Throughout 
the text, we follow the young prince at his travels throughout the seas and 
shore-side communities. Athena, the goddess of wisdom, accompanies him 
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in disguise as the advisor Mentor, who teaches the young prince to become 
a virtuous man through moral lessons obtained by the mastery of difficult 
and changing situations. Under the supervision of Mentor, and subject to the 
attentions and intrigues of all the Olympian gods, Télémaque is exposed to the 
dangers of life. Scene by scene, we the readers watch him grow gradually more 
responsible and mature as he meets and masters ever-varying challenges. 

It has been suggested that it is the optimism recognised in the young man’s 
development towards actual moral maturity that fuelled the enthusiasm for the 
text throughout the 18th century, when it became the most read text of the age. 
The publication was followed by a wide array of imitations and commentaries 
throughout Europe, not least found in the work of Rousseau himself. But what 
was the frenzy really about? The text, copious in literary substance and written 
as part of the educational scheme of the young prince heir to the French 
throne, has found several interpretations. Of particular interest concerning the 
question of why Fénelon resorts to a classical, epic narrative universe in order 
to elaborate his mirroir de prince, we can identity three major trends in the 
reception. 

Firstly, the choice of an epic style, closely based on the ancient sources, is 
identified as founded on political grounds. A mirroir de prince is by nature nor- 
mative, and the political convictions of the preceptor can very easily (at least 
in the case of Fénelon) be considered to be opposite to the common practice of 
the reigning prince Louis XIV. As a consequence, the numerous descriptions of 
often ill-represented and unwise public officials appearing in the work has been 
considered to point to identified political figures in contemporary France. The 
use of the epic can thus be understood as a means to conceal the true implica- 
tions of each critique under the veil of antiquity. 

Secondly the epic style of the oeuvre can be considered out of consideration 
of aesthetics and/or pride. The French 17th century, furiously occupied with 
all models from antiquity, struggled to find a form according to which the 
epic genre could be treated in a manner appropriate to the interpretation of 
classicism reigning within the early modern French context. According to such 
a perspective, the Télémaque corresponds in effect to the quest for epic, thereby 
giving it the intended prestige. 

Thirdly, and in our opinion most interestingly, the oeuvre can be considered 
according to what impact it was intended to make on the designated reader 
(the prince de Bourgogne). Considering the textual evidence, a rather clear 
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hint can be perceived in the insistence on the development of the virtue of 
the young prince in the literary text. In light of 17th century philosophical and 
theological debates, however, the questions of how to acquire dispositions such 
as virtue prove highly problematic. In light of the conceptual problems such 
questions entail, it appears reasonable to treat the successful development of 
the virtue of the young prince as both proving the fact that moral development 
is possible and that the oeuvre can serve as an illustration of how to achieve 
actual moral development. 


The Télémaque as Illustration of Actual Moral Development 


The Télémaque is a story inspired by classic epic writing, centred round the 
coming of age of the young son of Ulysses. Forming a continuation to the 
Odyssey, the Télémaque develops the road to maturity for the fictional prince, 
proposing by this an example to follow for the young prince of France. One of 
the most striking characteristics of the text is how the reader can observe the 
process towards maturity as expressed in the transformation of the prince from 
being a rebellious boy to a prime example of virtue over the pages of the book. 

It is no novelty that the writings conceived for the education of young 
princes in early modern Europe were conceived in order to develop the moral 
sense of the readers: already Ronsard, writing in 1561, proclaimed that “a king 
without virtue carries the sceptre in vain; it is to him nothing but a burden"? 
Whatis strikingly novel about the Télémaque is the form of the text, treating the 
question of virtue in a purely literary work on the basis of an epic structure. In 
fact, with this literary chef d’ oeuvre, the “accomplishment of classic writing” 
in the words of Berlan, incorporate and transform ancient themes and literary 
structures, thereby prefiguring the future modern novel as it arose during 
the 18th century? The manner of treating moral questions in the Télémaque 
inspired writers and readers of the entire following century, making it, as 
Rouvillois proclaims, the “apsis of 18th century literature”.* 


2 Ronsard (1994) 1006. 
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178 LOHNE 
How Can We Explain the Impact of the Télémaque? 


As the title indicates, a certain esprit of adventure orients the text. The adven- 
tures of the young prince serve in fact as the pivot of the action. Evaluative 
and discursive passages scandal the text, it is true (and in this, the Télémaque 
constitutes the veritable starting point of much of 18th century literary fiction, 
at least until the late novels of the Marquis de Sade); however, even in these 
passages devoted to analysis, the protagonists constantly tell each other their 
achievements and adventures. These are explicitly used as sources of inspira- 
tion, praise or blame. 

According to Jacques le Brun, “the number of different editions [of the 
Télémaque |, luxurious or popular, reprints, translations into all languages, even 
the most exotic, surpass”, since its publication in 1699, “clearly one thousand, 
to the point where no exhaustive bibliography has been established”. To this 
startling success we can add the number of works written with the Télémaque 
as model. To quote Henri Coulet, “the Télémaque is also at the origin of several 
didactic novels, such as Les avantures de Néptoléme by Chansierges (1718), Les 
voyages de Cyrus by Ramsay (1727), Sethos by the Abbé Terrasson (1731), Les 
repos de Cyrus by the Abbé Pernetti (1732), Le voyage du jeune Anacharsis by the 
Abbé Barthélemy (1788), to which one can even add the Emile of Jean-Jacques 
Rousseu (1762)"9 And, after the research of Erik Leborgne, we can equally add 
the Slovak adaptation Les aventures et expériences du jeune René, that Bajza 
published in Bóhmen in 1785. Leborgne goes so far as to compare the influence 
of the Télémaque, *as much concerning the aesthetic as the ideological level", 
with that of Don Quichote." To what can this immense success and following be 
due? 


Expressing the Weakness of the Human Spirit 


One striking feature of the work is what problems are investigated and in what 
manner. The 17th century witnessed a flourishing of rationalist systems aimed 
at explaining human existence solely on the basis of the cerebral capacity of 
man. Descartes, but even more Spinoza, Malebranche and Leibniz aspired to 
deduce ethical systems based on premises thought as indisputable, in trea- 


5 Le Brun (1995) 7. 
6 Coulet (1991) 300. 
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tises characterized by a elevated level of abstraction. Fénelon himself did not 
back down from the exercise of composing learned treatises, from his Réfuta- 
tion du systéme du pére Malebranche to the Démonstration de l'existence de Dieu 
(Ouevres vol. 1, 1987), and this propensity followed him throughout the whole 
of his career. What is of interest in this context, however, is the timidity with 
which he describes the foundations of the morality of man within these textual 
practices. The main argument for Fénelon in these writings of a purely theo- 
retical nature is that the truths of the faith—i.e. that which constitute the true 
basement of morality—impose themselves as mysteries. Their final reason is in 
fact not accessible to men, it is beyond the limits of their powers of reasoning. 

The Télémaque can thus be read as a response to the shortcomings of seven- 
teenth century rationalist moral philosophy. Rationalist philosophers claimed 
that the order of the world could be deduced from primary or simple sentences. 
From these, philosophical systems were constructed in which moral questions 
appear as the highly abstract end of philosophical thought. The problem with 
this procedure is twofold. First, it results in a moral philosophy too abstract 
to be understood by those other than highly trained philosophers. Second, the 
philosophy resulting from the process is too static and insufficiently precise to 
be convincing in the chaotic and changeable world of man. The commercial 
success of Télémaque can be viewed as proof of the fruitfulness of Fénelon's 
reply to the rationalist philosophers. 

In acknowledging this incapacity, however, how ought that man be envis- 
aged who can incorporate virtue? If one cannot come to understand on what 
basic principles virtue is to be erected, how can one envisage moral develop- 
ment? The inability to arrive ata final explanation of the metaphysical ground- 
work of morality leads, it would seem, to a fundamental pessimism on the 
subject of moral development. The Télémaque, however, expresses a quite dif- 
ferent, positive reality. 

A striking feature of the Télémaque is the transformation of the young prince 
throughout the work, from being a fiery, short-tempered youngster, into a 
wise young man, comporting all the features of the virtue hailed in the text. 
This leads us to consider the work as mainly one of moral development. The 
prevailing concept within the register of ethics in the Télémaque is without a 
doubt the concept of virtue. 

The main idea we propose here is that the moral thought of the archbishop 
finds a more satisfactory outcome in the literary chef-d' oeuvre. In the Télé- 
maque, he can describe his moral optimism, while acknowledging the lim- 
its of the reasoning powers of man. The moral principles as exposed within 
the Télémaque, in effect, prove to be, if not imprecise, at least semantically 
underdetermined and to some degree supple. It seems, in fact, that this sup- 
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pleness is introduced in order that the moral thought can be adapted to the 
complex living-world of man. Without succumbing to the temptation to estab- 
lish a substitute ontology, Fénelon, as he exposes his moral thought through 
the Télémaque, thinks and writes for men embarked in this empirical world, 
where moral principles manifest themselves in their concrete realizations. In 
this manner, Fénelon links ethical reflection and actual moral practice. 

In contrast to the rationalists’ abstract conceptions of the world, Fénelon 
seeks something that Bakhtin has formulated as “a certain semantic openend- 
edness, a living contact with unfinished, still-evolving contemporary reality"8 
Semantic open-endedness is not to be confused with a negation of the concept 
of truth; rather, it signifies a simpler and more flexible concept of truth than 
that maintained by the rationalists. 

Let us illustrate the use of the word “passion” in different textual contexts, as 
a strategy to alter or diversify its semantic content—that is, how it can become 
what Bakhtin calls semantically open-ended—and how this is realized at the 
level of words. The main idea behind this operation is that such openness 
creates the possibility of liberating moral thought from the rigidity of abstract 
principles by bringing it closer to the human world of living. The liberating 
of morals from the hyperabstraction of rationalist philosophy also implies the 
possibility of transmitting knowledge of morals, and this is perhaps the most 
important aspect of Fénelon’s work. Télémaque, let us not forget, was written 
with the moral education of a young prince as its main objective. For the future 
of the state, it was essential that this education be effective, and it is this directly 
pedagogical aim that ensures Fénelon's focus on viable moral lessons. The idea 
of loosening the rigid conceptualism of rationalist moral philosophy thereby 
implies a possibility of transmitting moral thought that makes it possible to 
act morally. Man's living world is not made for action along abstract principles, 
and moral thought must correspond to this. 

A problem arises here, however, due to the fact that an open-ended moral 
discourse will not have clear criteria to distinguish between what is morally 
acceptable, and what is not. A loosening of the rigidity of rationalist systems 
implies renouncing the idea that the last cornerstone of moral thought stands 
on clearly defined and solid grounds. But how can one imagine moral thought 
without a firm cornerstone? It seems that such a moral system is better taught 
in a narrative language than in the abstract language of academic philosophy. 
The presentation of a virtue-based scheme like the one present in Télémaque 
is necessarily open-ended, in the sense that the concept of moral truth that 


8 Bakhtin (1981) 7. 
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is present in the text is not absolute. War is wrong, says Mentor. But, he adds, 
sometimes you have to go to war, and then you should be brave. Moral judge- 
ment in the world of human life is always related to situations, and therefore 
a total a priori moral knowledge cannot be conveyed. Télémaque does not con- 
struct a finite, perfect moral system; it does point, however, to the fact that 
moral education és possible in the world. 

We address this question specifically by showing how the word “passion” is 
used in a multitude of ways in the text, some of which contradict one another. 
As we shall see, this word is the key to the moral education Fénelon is seeking; 
the reasons for why passion is best judged, and knowledge of its effects best 
transmitted, in a narrative text lie in the very definition of the word. 


What is Passion? 


According to commonplace definition in the seventeenth century, passion is 
described as strong and barely controllable emotion. This also implies that it 
is a threat to reason as the basis of decision and judgement. Passion is therefore 
best understood as the problem to which virtue is an answer, as virtue seeks 
to let reason govern. Passion is the victory of the present, the enthusiasm of 
the moment. In this sense passion is the extreme expression of the temporal 
as the negation of the eternal. Passion thereby becomes a moral problem: the 
passionate person acts in defiance of eternity (God) as the reason and basis of 
action. 


9 See for instance the definition in the Dictionnaire de L’ Academie Française (1694), which 
defines passion as a “movement of the soul excited in its concupiscent or irascible part" and 
follows with a list of examples showing its association with fury, blindness, destabilising or 
enslaving nature, and its association with oratory and poetry: "Passion [Patir]. Passion. s. f. 
Mouvement de |’ ame excité dans la partie concupiscible, ou dans la partie irascible. Grande 
passion, forte passion, passion violente, passion vehemente, ardente, dereglée, furieuse, aveugle, 
estre maistre de ses passions, la passion l'emporte, la passion l'aveugle, se laisser aller, se laisser 
emporter à ses passions, il est esclave de ses passions, dompter, reprimer, moderer ses passions, 
calmer ses passions, commander à ses passions, il est bien sujet à ses passions, n'escoutez pas 
vostre passion, dans la violence de sa passion, l'amour est la passion predominante des jeunes 
gens, est leur passion dominante, quand la passion se ralentit, cet homme n'est pas croyable, il 
en parle avec passion, il fait tout par passion, je vous en parle sans passion, cet Orateur excite les 
passions, esmeut les passions, remue les passions, La pitié & la terreur sont les passions que la 
Tragedie se propose d'exciter". 
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The Circles of Passion and Virtue 


The points of departure for Fénelon’s moral thought are two closed circles, the 
first of which is the circle of passion. Passionate character entails for Fénelon 
the incapacity to visualize what is good in a situation, and the inability to see 
what is good entails the inability to do good. Doing what is not good degrades 
the character, and in turn the degraded character cannot see what is good. The 
circle of passion thus ensures that he who is passionate remains passionate. 
The most prominent example of this logic in the text is the description of the 
king trapped by his passions: 


The most unhappy of all Men is a King, who thinks himself happy when 
he makes all the rest of Mankind miserable. His Blindness doubles his 
Unhappiness; for not knowing his Misery, he cannot apply Remedies to 
it; nay; he is afraid to know it: Truth cannot pierce thro’ the Crowd of his 
Flatterers to reach him; his Passions tyrannize him.!° 


The evil king is trapped in his passionate world, and cannot escape it as he is not 
free to choose in morally challenging situations. A passionate person cannot 
be free in any plausible understanding of the word. He who is passionate is 
passionate, and lets his passions govern: 


This Man seems to do whatever he pleases; whereas it is not so: For he 
does whatever his [ferocious] Passions please; he is continually forc'd 
away wherever his Avarice or Suspicions drag him: He seems to be Master 
of all other Men, but he is not Master of himself; for he has as many 
Masters and Tormentors as he has inordinate Desires. 


We can thus see how the circle of passion is constructed. It is a downwards 
spiral, and he who is trapped is unable to get out of it again, at least not by 
his own means. Correspondingly, the other circle that defines Fénelon's moral 
thought, the circle of virtue, is also a closed circle. 

Virtuous character has the capacity to distinguish what is good, to do good 
and thereby strengthen the virtuous character. That is to say that he who is 
virtuous is to become more virtuous, and perfectly moral people (men only) 
do not have to strive to remain within their closed universe: 


10 All extracts from the text are taken from the 1972 facsimile reprint of the 1720 English- 
language edition. 
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Their long Experience of Men and Mannors, and their unweary’ d Appli- 
cation to study; furnish’ d them with vast extensive Views in all Things. But 
what most contributed to maturate their Reason, was the Tranquillity of 
their Minds—Free’d from the wild caprices and Passions of Youth, they 
were actuated by Wisdom alone, and the Result of their long try’ d Virtue 
was so perfect a Matter over their Humours, that without any Uneasiness 
they enjoy'd the charming and noble Delight of being ruled by Reason. 


He who has risen to the highest level of virtue is no longer subject to passions; 
the circle of virtue has assured his virtuous being. Such figures, however, are 
only wise men, not kings, judges, nor rulers. This is seemingly the greatest pos- 
sible display of virtue; however, the end of the circle of virtue is the abolition of 
the need for virtue in the sense that virtue is a firm attitude to morally complex 
situations and a firm attitude implies that there is a choice between different 
options. God, or the godlike, does not have to choose between different options 
in morally challenging situations since the godlike already knows what to do. 

One thus arrives at the familiar paradox, that God, or he who is godlike, 
cannot be virtuous. Both of these circles are closed, in the sense that one 
is never really free to do what one wants to do. Both are also described as 
elaborated, or transformed, through the meeting with the complexity of the 
lived world. If moral thought based on virtue is to be effective, however, these 
circles need to be loosened. In the following, we shall see how Fénelon opens 
the two circles, and in so doing opens towards a viable practical morality. 
Télémaque will have to fight against his passions, and in this struggle, his virtue 
is his weapon. The definition of a practical ethic constructed so that it accords 
with the fact that the world is an ever-changing and disparate conglomerate of 
situations is, according to my reading, impossible for Fénelon. He needs some 
sort of unifying moral principle and moral guidelines for the world. It is these 
guidelines, or more precisely, the ontological foundation for them, I claim, 
which Fénelon cannot express directly. The perfect moral system must define 
the essence of the God of whose will it is an expression. This is exactly what 
the rationalist philosophers claimed to be possible, and it is to this claim that 
Fénelon's text reacts. As we shall see, the multifarious use of the word “passion” 
shows how Fénelon's text enters into dialogue with the idea of a perfect ethical 
principle that will always remain partly obscure to man. We must bear in mind 
that with Télémaque Fénelon does not aim to create a saint; he wants to form a 
king who acts in the world of human life. 
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Re-evaluating the Passions 


It is interesting that Fénelon not only seeks to teach the young prince how to 
master his passions and replace them with acts of reason. Somewhat surpris- 
ingly, we learn throughout the text that passions are not only negative to a man 
that is to become a king, but they are also in fact essential to his being. It is 
impossible to exist without passion; that is to say, it is impossible to exist in 
the world without passions. Existence without passion is reserved for those 
who distance themselves from the world and the consciousness of being in the 
world. Fénelon's essay to re-evaluate the passions is therefore to be read as an 
essay to reintroduce moral thought into the human, living world. If there were 
no passions, life would not exist, which is to say, man cannot be considered sub 
specie aeternitatis. 

When we turn to the text, we can distinguish two conflicting objectives: on 
the one hand, there is the ambition to guide the young prince into the circle of 
virtue, and on the other, perhaps more important, the emphasis that no man 
is perfect. These two conflicting views stand alongside one another, and allow 
us to understand that the perfectly good is for the godlike. Man must seek to 
conquer his passions, and so become virtuous. 


A King, let him be ever so good and wise, is still a Man. His Knowledge 
[esprit] has Limits, and his Virtue is not infinite. He is subject to Humour 
Passion, Habit, which it is impossible he should be absolute Master of. He 
is besieg'd by cunning self-interested People. He cannot find the Assis- 
tance he wants. He every Day falls into Misreckoning, sometimes throu' 
his own Passions, and sometimes thro' those of his Ministers. Scarce has 
he repair'd one fault, but he runs into another: such is the Condition of 
the most intelligent and most virtuous Kings. 


Mentor is not teaching Télémaque to be a moral saint. He is thought to be a 
virtuous man, and acknowledges that if he is to live in the world, he has to 
accept that he is subject to the passions. Let us now focus on the question of 
how literary form differs from philosophy in communicating these values. 


Positive Passions 


Passions are positive. Passions are negative. How can the overt antinomies in 
these claims be unified? Only, we maintain, through a narrative text. This is due 
to the narrative's ability to say both yes and no to the same phenomena, letting 
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it depend on situations, and thereby creating a semantic open-endedness, what 
Bakhtin calls the dialogical word. Narrative texts, here understood as contrary 
to philosophical texts, can create the kind of openness necessary for dialogue. 
Unlike the philosophical text, the narrative does not have the same need to 
say explicitly what is right and what is wrong. Philosophy, as we see it in the 
treatises of the French seventeenth century rationalists, moves from questions 
or initial remarks to answers. Philosophy refers in this sense to a totally ideal 
world. However, as Fénelon so insistently observes, the world is made out of 
flesh and bone, not out of philosophical abstractions. On a more ontological 
level, the world as contemplated philosophically is static in the sense that the 
same premises will always produce the same result. 

The philosophical word, then, regards the world from a distance, from above, 
taking a godlike perspective. It is this perspective whose possibility Fénelon 
seems to deny. On the other hand, we have the narrative word. The narrated 
word is in the world, among the people; not abstraction, but flesh and blood. 
Here it is more important for us to point out the implications of the situations 
present in a novel at an ontological level. The presence of these situations in a 
novel allows for a far more complex understanding of what it is to be a human 
being in the living world. This again gives us a possibility to see the figure 
behind the narrated morals in the Télémaque. 

The narrative word does not explain what is right or wrong, it shows, or points 
out. Accepting that the human, living world is too complex to be described 
adequately by abstract thought, Fénelon’s text seems to accept that the only 
truly efficient moral theory is a practical one. Thus, the text responds to the old 
demand that literature should plaire et instruire, please and instruct. 

We now see that the condition of man as a necessarily passionate creature 
is evaluated positively: 


None of them hardly dared breath, for fear of breaking in upon the pro- 
found Silence, and so losing something of the divine Musick, still fearing 
least it would be too soon over. Mentors voice was by no means effemi- 
nate, but tuneable, strong and expressive of every Passion he turn’ d it to. 


This positive evaluation is linked also to the striving for glory, as when Télé- 
maque is praised for his “laudable passion for glory”, or Fénelon speaks of the 
training of youth: "they were thus contriving to keep the Youth chaste, inno- 
cent, laborious, docile and passionate for Glory". It appears also in the people's 
love for their leader: “Timocrate expos'd himself to very imminent Dangers, by 
attempting to destroy that Chieftain, antidst an Army that so passionately lov'd 


» 


him. 
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Passions, then, can be of positive value. The fact still remains, however, 
that the liberation of oneself from the passions is the most important task of 
the moral education. We can further recognize the ambivalence of Fénelon’s 
attitude towards the passions in the different positions expressed by Mentor 
towards Télémaque. In the first quotation, exposure to passion is good, because 
the experience of the passions implies understanding of what they are and 
what they can do: 


O son of the wise Ulysses, whom the Gods have so much lov’ d and whom 
they still love; 'tis that very Love makes them expose you to such terrible 
Evils: He that has not been made sensible of his Weakness and the vio- 
lence of his Passions, can never be call'd wise; for he is still unacquainted 
with his own Heart and knows not how to be dissident of himself: The 
Gods have led you as it were by the Hand to the very Brink of a Precipice, 
to show you the Downfall of it, without letting you drop into it; now there- 
fore conceive what you could never have conceiv’ d, if you had not made 
a Tryal of it your self. 


On the other hand, the experience of passion creates traces in the brain of the 
subject of the passion which are impossible to expunge: 


I am much pleas'd, O Son of Ulysses, To see in you so laudable a Passion 
for Glory, ‘tis true, all you see here is good and laudable; but know, that it is 
possible to do yet better Things than these. Idomeneus curbs his Passions, 
and applies himself to regulate his People; yet for all this, he commits a 
great many Faults, which are the unhappy Consequences of his ancient 
Errors: When Men set about shaking off any evil Custom, this Evil still 
seems to follow them; there still remains within them some of their old 
Leaven, a weaken'd Disposition, inveterate Errors, and almost incurable 
Prejudices. Happy are they who never wander' d out of the right Path! 
They may be able to do good in a much greater Perfection. The Gods, O 
Telemachus, will expect more from you than from Idiomeneus; because 
you have been acquainted with the Truth from your Infancy upwards, and 
have never been abandon' d to the Fascinations of a too great Prosperity. 


There is then no final answer to the questions of moral evaluation of the 
concept of passion. Rather, the text shows us multiple uses and the diverse 
judgements that can be attributed to it. The text of Fénelon questions the very 
foundations of morals by its multiple and context dependent use of moral 
concepts. 
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Conclusion 


God is infinite and man is finite. Our finite knowledge can never extend to full 
appreciation of God's nature, and a morality based in duty demands that we 
live according to principles given us by the will of a supreme lawmaker. Due 
to the disproportion between its infinite character and our finitude, however, 
it is impossible for man to grasp fully the will of this lawmaker and it is on 
these grounds that Fénelon rejects a duty based morality. Nevertheless, in 
order to act morally we do have to act so as to reach a comprehension of 
this will, and the development of virtue in the universe of Fénelon aims at 
a better vision of the divine will. The genre that aims to better the reader's 
moral vision must be able to convey moral lessons, teaching the reader to act in 
accordance with the divine will, while at the same time admitting that this will 
cannot be known fully. I shall argue that the development of such conceptions 
of virtue, open-ended as they are, is best realized through a narrative text. 
We then might reformulate our question thus: in accepting that virtue-based 
moral schemes are semantically open, that is to say in admitting that moral 
good in the world of human life is dependent on context, how might one 
learn to distinguish between what is morally good behaviour and what is not? 
And how can one learn to live thereafter by these schemes? It seems in fact 
that such moral thought and education is genre-dependent, and realizable 
through storytelling and the use of narrative language. The idea pursued here 
is that the text can be considered as a moral dialogue, between the moral 
writer and the world resistant to moral abstraction, between the need for clear 
boundaries that distinguish what is good and what is not, and a moral virtue 
that cannot define this boundary unequivocally. The different conceptions and 
evaluations of the notion ‘passion’ in Fénelon’s text reflect, I have argued, a 
dialogue which depends on what Bakhtin calls a semantic open ended-ness 
of the notion in discussion. The idea pursued here is that the moral language 
of Fénelon's text is a language in dialogue. With what is it in dialogue? We have 
argued that the context-dependent character of Mentor's moral lessons points 
to a certain universal principle not visible for man. However, through acts of 
virtue one might approach this eternal truth and thus its meaning in terms 
of situations. Fénelon's text is a text in dialogue with a principle with which 
it cannot discourse openly, making it an open-ended dialogue with only one 
speaker. The very semantic openness of the notion “passion” is what opens up a 
dialogue with this perfect morality. The narrative language of Télémaque in this 
way creates possibilities for a moral discourse distinct from that of speculative 
philosophy. 
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Nikos Kazantzakis’ Odysseia: The Epic Sequel in 
Modern Greek Poetry and Classical Reception 


Martha Klironomos 


To the contemporary reader, Book 22 of Homer’s Odyssey presents the mecha- 
nisms of violence. Odysseus has just returned to Ithaka after a ten-year absence. 
He has witnessed the overriding lawlessness that has plagued his house and 
decides to take action. His only recourse in restoring order and authority is 
to render punishment by death and destruction. He takes up his armour, and 
with the help of Telemachus, slaughters Penelope's unruly suitors, whose many 
transgressions remained unchecked during the course of his journey home 
from the Trojan war. The details of the slaughter are presented in graphic detail. 
There is reference to the weaponry used, the way in which the victims are 
killed, the profusion of blood. Eurykleia, Odysseus’ nurse, beholds the sullied 
remains—corpses piled on top of each other amid the filth and pools of blood. 
As she perceives the gore, Odysseus is “awful” (“Setvdg”) to look upon (Homer, 
Od. 22.405). 

Nikos Kazantzakis begins the Odysseia (1938) precisely at the point at which 
Odysseus has slaughtered the transgressors. Drawing on Book 22 of Homer's 
Odyssey, the opening lines of Canto I are tempered with visual traces of the 
excessive force Odysseus has wrought to exact justice. Odysseus has hung up 
his bow after murdering the errant youths and proceeds to the baths to cleanse 
himself of his bloody rampage. The sequel's? action begins mid-sentence to 
denote Kazantzakis’ stark narrative intervention: 


And when in his broad courtyards he had struck down the unruly 
youths 


1 All translations from the original Greek are mine unless otherwise indicated. 
Key to Abbreviations: 
K, OMS: Kazantzakis’ The Odyssey: A Modern Sequel (1958) 
K, 0: Kazantzakis' Odysseia (1938) 
SL: Selected Letters of Nikos Kazantzakis. 

2 Kimon Friar’s translation, The Odyssey: A Modern Sequel (1958), was instrumental in inter- 
preting the Odysseia as a “sequel.” Kazantzakis worked closely with Friar, a renowned trans- 
lator and literary scholar, to translate this work into English. Friar replicates Kazantzakis’ 
seventeen-syllable iambic into a twelve beat iambic in English. 
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Odysseus hung high his sated? bow and walked towards the warm baths 

to cleanse his enormous body. 

Two slavewomen were drawing the water, but when they saw their 
master 

they screamed, for his belly and loins steamed 

and thick black blood dripped from both of his palms; 


K, O, 1.74—79 


In Kazantzakis’ eclectic revision, however, he formulates a sequel in which 
Odysseus decisively flees his homeland after he restores civic order. He embarks 
on a new journey to lands outside the boundaries of Helladic space—from 
the Mediterranean to the far reaches of Africa and the Antarctic. Kazantzakis 
adapts the Homeric text to graft his philosophical exploration of the limits 
of human consciousness in an episodic meandering through a number of 
conceptual paradigms drawn from Fastern and Western thought. The Odysseia 
is based on the presumption of the enlightened mission of poetry that looks 
upon Homeric epic as a foundational text to ground its philosophical ideas. In 
integrating elements of epic into the poetic narrative, the Odysseia transcends 
historical time through the symbolic realm of the aesthetic. It resonates with 
poetry of the Romantic era, rather than the Modernist, in deeming poetry as a 
place of reconciliation in which to situate the spiritual quest for freedom.^ 
We see Kazantzakis’ bold interventions in every aspect of his revision. The 
last two books of Homer’s epic are excised. The poem’s 24 cantos, consisting of 
33,333 lines, present a modernized version of epic form. It is written in a radi- 
calized linguistic register: a simplification of the Modern Greek vernacular? yet 
rich in its use of regional words. Instead of replicating the Homeric hexameter, 
or even adopting Modern Greek folk poetry’s traditional fifteen-syllable line, 
Kazantzakis formulates a seventeen-syllable iambic.9 In justifying the use of 


3 I borrow the word ‘sated’ from Kimon Friar’s translation of the Odysseia, K, OMS, 1.2. 

I am drawing on Jochen Schulte-Sasse’s (1989) observations on the aesthetic in European 
eighteenth-century literature. 

5 Inthe first edition of the Odysseia, Kazantzakis writes phonetically, using a simplified spelling 
and a monotonic system of accents; posthumous editions use the polytonic. 

6 Kazantzakis and classicist Yannis Kakridis adopt this new meter in their translation of Ho- 
mer’s Iliad into Modern Greek. In a 1944 letter to writer Yiorgos Theotokas Kazantzakis 
remarks that they are translating the Iliad to gauge “how much the Greek language and under- 
standing have advanced” since Alexandros Pallis’ attempt (SL, 594). Pallis’ 1904 translation 
elicited protest by conservative philologists, who resisted any translation from Ancient Greek. 
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this dynamic metre for his creative purposes, he explains how the addition of 
two extra syllables liberates him from the staid use of folk patterns to accom- 
modate his aesthetic vision in its philosophical ponderings:’ “that venerable 
verse seemed to me too worn-out; it lacks the breath of life and is no longer 
capable of containing the fiery contemporary spirit which is suffering and long- 
ing to break the limits stifling it; longing to create a broader, deeper rhythm. 
These two additional syllables give the epic an unexpected amplitude, majesty 
and, at the same time, disciplined violence.”® 

In the Odysseia Kazantzakis devises a literary language that integrates rare 
regional words, drawn primarily from the spoken idiom of the people, and only 
sparingly uses examples of his own Cretan dialect.? His brand of the vernacular, 
however, confounded his early critics and necessitated the appendage of a spe- 
cialized glossary of some 1600 words to the Odysseia’s first edition, which came 
out in 300 copies (SL 545n.). Greek philologists of Kazantzakis’ time were still 
engrossed in the “language debate’, which entailed a struggle over choosing an 
appropriate linguistic register to represent national consciousness in Greek let- 
ters, education and public life: vernacular Greek, the demotike, or a scholastic 
Greek, the katharevousa, an artificial form of the language, born in the Greek 
Enlightenment and based on the Attic language of the classical period, which 
sought to purify the language of loan words that were non-Greek in etymologi- 
cal origin by adapting ancient formulations. His painstaking linguistic work in 
the Odysseia confirms that Kazantzakis was an avowed demoticist.!? 

Vibrant in tone, his modernized epic breaks through a confined understand- 
ing of national tradition. As this present volume is devoted to epic continua- 
tions, Kazantzakis’ Odysseia is an important example to consider in the cur- 
rent spate of discussions on the question of interpretation in classical recep- 
tion when considering the context of a specific national culture." Kazantza- 


7 Kazantzakis’ new metre generated controversy. In a 1927 letter to Eleni Samiou, he writes 
of critics’ reaction to an early published draft of the poem: “They find the meter awkward; 
they'd prefer the fifteen-syllable verse. ... As for me, I feel my soul breathing comfortably 
within my meter” (SL, 247). 

From a 1947 letter written by Kazantzakis to Bórje Knós. Helen Kazantzakis (1968) 68. 

He solicited rare words from writers, such as Pantelis Prevelakis, who prepared the Odys- 
seia's glossary. In 1941, Kazantzakis sent the glossary to lexicographer Emmanuel Kriaras 
for possible inclusion in Kriaras' forthcoming demotic Greek dictionary (see SL, 544—545). 

10 See Peter Bien (1972) on Kazantzakis' views on national language and his work in the 
Odysseia. For discussion on debates over national identity, literature and language in 
Modern Greece, see Gregory Jusdanis (1991) and Dimitris Tziovas (1989). 

11 Collections that explore classical reception and national culture include Lorna Hardwick 
(2003) and Susan A. Stephens and Phiroze Vasunia (2010). Studies that specifically address 
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kis ostensibly announces a debt to the classical tradition, while, at the same 
time, wishes to break free from that very tradition.!2 The poem speaks to ethi- 
cal concerns that mark how twentieth-century continental philosophers read 
and interpret the ancient classics to comment on the rationalization of order 
in political culture in the wake of Axis aggression; it also bears the stamp of 
grappling with issues that preoccupy Greek intellectuals within the context 
of debates over national culture. In considering how Kazantzakis compares 
to other exponents within European thought in their interpretation of Homer 
we find that he, too, views epic as an authoritative text to ground his narrative 
method, a dialectic of the rational and irrational. Insofar as language is con- 
cerned, he produces a literary form of the Modern Greek vernacular as his base, 
one that integrates narrative elements derived from both high and low culture, 
ancient and popular” literary traditions alike, to realize his aesthetic vision 
of the workings of human consciousness. The poem's play between ancient 
and modern cultural forms, high and low subject class positions, can be best 
described as being illustrative of a “vernacular classicism."4 

The narrative's manipulation of epic and myth, however, markedly trans- 
formative and episodic in its story-telling technique, presents formidable chal- 
lenges to the task of interpretation in its meandering through various concep- 
tual paradigms. As readers we can overcome this issue by charting the trajec- 
tory of Odysseus's journey as a dialectic between the rational and the irrational, 
the real and the unreal, the concrete and the abstract. In the course of its 
narration the Odysseia evolves into a deeply meditative poem. In the figure 
of Odysseus, Kazantzakis represents the existential struggle of human con- 
sciousness as an agon. As Odysseus proceeds from one crisis to the next, the 
spirit is engaged in a continual ascent, in full cognition of impending death. In 
Kazantzakis' pointed use of epithets in Greek to describe Odysseus' qualities, 
he reveals that “fiery” spirit that cannot be contained—he is “afdAevtog” (“rest- 


Greek modernism and antiquity include David Ricks (1989) and Tziovas (2014). Studies 
on the reception of Homer in twentieth-century world literature include Barbara Graziosi 
and Emily Greenwood (2007). On hermeneutic models in the discourses of Hellenism and 
Hebraism, see Vassilis Lambropoulos (1993). 

12 The critic Dimitris Nikolareizis sees the Odysseia as “post-Dantean and Nietzschean." 
"[D]rawn from our own times,” Kazantzakis “did not rekindle ancient Greek tradition; he 
stepped out of its boundaries." Nikolareizis (1947) 158. 

13 Modern textual sources include folklore (proverbs, songs, tales, beliefs), laments, and 
dream interpretation. See Friar's notes, K, OMS, 818-824. 

14  Iborrow the term “vernacular classicism” from Alan Colquhoun, who applies it to archi- 
tectural styles (1986) 21 and 22. 
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less"), “xp&ðvpoç” (“irascible”) and *a8poctvruyoc" (“abrupt”) (K, O, 1. 868, 11. 829, 
v. 881).15 Even as Odysseus is drawn to the contemplative life of the ascetic in 
the second half of the poem, Kazantzakis uses epithets that consistently refer 
to his hero's combative nature. 

The sequel begins with scenes of violence and civil strife. Unlike Homer's 
Odyssey, Odysseus' return to Ithaka is not dramatized by tender scenes of 
reunification with members of his family. In fact, we find quite the opposite. 
Estranged from his wife, son, and father, the poem recalls Dante's sequel to 
Homer's Odyssey in Canto 26 of the Inferno.!® Odysseus thinks back on how 
he battled obstinate seas for Penelope. But, now, seeing her as unfaithful, he 
casts his gaze askance. He envisions her as entangled in the suitors’ lifeless and 
naked limbs. The rage he continues to feel for these transgressors seemingly 
pierces through her (K, 0, 1108-112). 

We then behold a compliant Penelope, who, fearful of Odysseus’ wrath, 
barely utters any words; and, by contrast, a defiant Telemachus, who, embold- 
ened by a renewed sense of empowerment, wants to initiate political dialogue. 
The people, however, are unmoved and voice anger over Helen’s transgressions 
in inciting the Trojan war. They are victims of war—widows left behind by hus- 
bands killed at Troy, now abandoned and penniless; and warriors who survived 
the war, returning battered and wounded. Kazantzakis draws on a long tra- 
dition of sexualizing the figure of Helen in classical literature by interjecting 
epithets and substantives in vernacular Greek that objectify her beauty and 
ostracize her for licentiousness. Aware of the fatal consequences of Helen's 
beauty, the widows bewail their miserable conditions: “Our modest homes are 
ruined and our beds are covered in cobwebs / for the sake of a shameless, man- 
snaring whore" (K, O, 1. 148-149). Odysseus’ hostility is seen in a similar light. 
One widow deems Odysseus a “wild murderer” undeserving of their loyalty, 
and advocates the poisoning of the king (K, 0, I. 141-142). An armless warrior 
targets Odysseus for emerging unscathed by the ravages of war. While he has 
had to sustain debilitating injuries, Odysseus’ body has returned “unharmed” 
and “whole” (K, O, I. 171). 

The people's complaints quickly transform into political action. They plan a 
revolt. As they mobilize, they turn into an angry mob. The women are urged: 


15 Cf. how ancient epithets reveal dramatic “method”, as Anne Carson demonstrates (2009) 
4. 

16 Kazantzakis translated Dante’s The Divine Comedy into Greek before writing the Odysseia. 
According to W.B. Stanford, Kazantzakis' Odysseus is “an avatar of Dante's centrifugal hero, 
and derives from the tradition which leads from Dante through Tennyson and Pascoli to 
the present day.” (1968) 235. 
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“onward, fire, hold your torches high”; “tonight his palace will turn to ashes” 
(K, O, I. 182-183). To quell the people's anger, Telemachus, as heir to an aristo- 
cratic figure of authority, appeals to established forms of political deliberation 
through councils, “to follow the old kings and forefathers” (K, 0, 1. 249). He 
considers the people’s complaints and, despite their differences in social class, 
proposes an egalitarian approach by “imparting freedom and bread justly” to 
all (K, O, I. 248). But Odysseus ridicules his son's conciliatory approach and 
rallies him to control the mob. Critical of the archons, Odysseus asserts abso- 
lute rule. When he finally confronts the people, he subdues them with empty 
promises. In Canto 11 Telemachus, however, having grown increasingly fearful 
of his father’s cruelty and watchful of his escalating brutality, attempts, along 
with the armless warrior, to overthrow Odysseus. Odysseus uncovers the plot, 
and, after confronting his son, vows to flee his homeland but not before pil- 
laging his own palace and property. He has destroyed the very institutions and 
wealth that defined his royal identity. 

Rather than remain in his kingdom to withstand the perils of revolt, Odys- 
seus sets out on a new path of adventures, a trajectory of the agon laid out in 
concrete and abstract form. In Cantos 111 to VIII, the quelling of civil unrest 
through violent means becomes an important leitmotif that re-surfaces in 
differentiated cultural contexts circumscribed initially within Helladic space. 
Odysseus travels to Sparta to see King Menelaus, with whom he had fought 
at Troy. Outside the city limits, he witnesses a peasant revolt being organized 
against the king. Indecisive, at first, Odysseus eventually sides with royal power 
in the conflict. He hides his true loyalties by devising a ruse. Uttering a startled 
cry, he warns the peasants of an impending Dorian attack to persuade them to 
ask for Menelaus' protection and acquiesce to his rule. 

As figures of aristocractic power, Menelaus and Helen come across as inef- 
fectual. Menelaus appears debilitated. Helen, overcome with ennui, demon- 
strates a lack of commitment. After questioning her on whether she or a “shade” 
went to Troy (K, O, IV. 1094-1096), wherein Kazantzakis alludes to Stesichoros' 
counter-myth,!” Odysseus impulsively abducts Helen, who willingly accompa- 
nies him to escape the “security” of her provincial abode.!? But he struggles 
over succumbing to Helen's beauty. Cognizant of the “carnal” (K, OMS, III. 671) 


17 See Anne Carson’s “Red Meat" essays, Parts 1 and 11, and Appendices A-C, in Autobiography 
of Red (1998) in which she translates and discusses the counter-tradition, attributed to 
Stesichoros, that maintains Helen never went to Troy. 

18  Inexplaining the germination of the Odysseia in Report to Greco, Kazantzakis says that 
Helen “was pining away on the banks of the Eurotas, constricted like ourselves by security, 
virtue, and the comfortable life.” Kazantzakis (1965) 488. 


NIKOS KAZANTZAKIS’ ODYSSEIA 195 


knowledge that she represents, which informs the “secret purpose" of his quest 
(K, O. 111.670—672; 847), Odysseus prefers to gaze upon her. While Kazantza- 
kis' portrayal of an overtly sexualized Helen can be seen as a stark form of 
feminine essentialism, he has stated that he also sees her as emblematic of 
"Achaean beauty” (K, OMS, 819, n.). In portraying Helen as an object of aes- 
thetic beauty (K, 0, 111.667; xv11.59-62) and as an autonomous and indepen- 
dent spirit, Kazantzakis draws on how Helen in Homeric epic manifests "the 
power of the aphrodisiac in polis life" (Chytry 1989: xxxviii). Kazantzakis, at the 
same time, recalls exponents in German aestheticism, who sought knowledge 
through the sensuous apprehension of reality, and looked upon mythological 
figures like Helen as the embodiment of the aesthetic ideal. 

Odysseus and Helen flee to the palace at Knossos in Crete, where they find 
King Idomeneus, who also fought at Troy. Tempted by her beauty, Idomeneus 
makes preparations to marry Helen in bull rituals. Odysseus rejects the king's 
decadence and marries Helen to a “barbaric” Dorian prince after assisting 
Phida, Idomeneus' daughter, in a peasant revolt against her father. Phida mur- 
ders Idomeneus in the bloody rampage, and the palace is burned. Later, when 
Odysseus escapes to Egypt and witnesses other instances of civil strife between 
peasants and autocratic rulers (Cantos x and xr), his desire to build a new 
resplendent city, revealed by God, is thwarted (Canto x11).? 


The schema underlying these episodes of civil strife present Odysseus in vary- 
ing political positions: from an aristocratic ruler who reverts to violence to 
uphold absolute power in accordance with local law and custom, to one who 
weighs opposing sides in civil strife but, in the end, advocates a languishing 
form of aristocratic rule; but when aristocratic rule is found, even further, to 
be decadent and alienating, he sides against it. Odysseus' shifting of positions 
illustrates the contingencies of ideological commitment.?? He has become 
more distant, now that he has left Helladic space and shed his royal position, a 
stranger without a clearly defined local identity in the remote places he visits 
beyond the Mediterranean who gradually discards a life of action and political 
engagement. 

We can draw parallels to Kazantzakis' own shifting of ideological positions 
both before and during the period in which he wrote the Odysseia, from 1925 


19 Friar (1979) 14. 

20  AsKazantzakisreplies to Emile Hourmouzios in a 1943 letter, Odysseus does not represent 
a specific political position. He "is a general slogan that [can] interpreted [differently] by 
various epochs.” (SL, 588). 
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to its publication in 1938.71 Kazantzakis was a keen first-hand observer of 
nationalist uprisings and civil strife, as he was dispatched all over the world 
as a government official and, later, as a journalist in the early decades of the 
twentieth century. He had witnessed nations caught up in the throes of political 
turmoil, representative of all points along the political spectrum from left to 
right: from Russia’s conflict-ridden attempts to implement communism after 
the revolution and the outbreak of the Spanish civil war to Hitler’s virulent rise 
to power in Germany, the latter a formidable example of an aggressive form of 
political nationalism.” 

In the 1940s Kazantzakis became increasingly critical of political aggression, 
and it held an integral place in his social commentary. It is specifically in the 
throes of Axis aggression in Greece and around the world that Kazantzakis 
published a defence of the Odysseia in the journal Nea Estia in 1943.23 By 
this time, Greece had already been occupied by the Axis powers, and the 
Greek government and the monarchy were in exile in Egypt. In his defence, 
Kazantzakis advocates the need for epic form in such turbulent times. He 
believes that the political instability wrought by world war and occupation is 
responsible for generating a general feeling of anxiety and cultural malaise. As 
he explains, the epic enables the modern artist to dramatize the social turmoil 
that is created by the succession of one form of power to another in this “period 
of transition" (“uecoBacetAtac”): 


There is no more [a need] for epic than in the present time. Epics are cre- 
ated in [precisely] such periods of transition from one form of autocratic 
rule to another, when one form of myth is dissolved and another strives 
to supplant it. For me, the Odysseia is modern man’s novel attempt in dra- 
matic epic form [to express] the contemporary feeling of anxiety and, in 
pursuing the idea of hope, boldly finds freedom. What kind of freedom? 
He does not know starting out; he fashions it from struggling—out of joy 
and bitterness, through his failures and successes and disappointments. 
The true modern man, who lives in his age in profound [awareness] ... 
continuously reckons with this agon. 


KAZANTZAKIS, (1943) 1028 


21 Peter Bien has written extensively of the evolution of Kazantzakis' political views during 
this period in Politics of the Spirit, Vols 1 (1989) and 11 (2007). 

22 See Kazantzakis’ travel books Spain (1963) and Russia (1989) and his fictionalized autobi- 
ography, Report to Greco (1965) for evidence of these views. 

23 Kazantzakis wrote his defence in response to issues raised in a study on the Odysseia by 
critic Vassilios Laourdas (1943). 
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These periods of transition, he maintains, enable the creative artist to “look 
back" “to judge past civilizations that have fallen" or “to look ahead" and “proj- 
ect” the newly arising. Odysseus, Kazantzakis argues, personifies that ability. 
Odysseus “struggles as he looks ahead” perhaps “because we are approaching” 
“a new Myth.”24 In Kazantzakis’ looking at periods of political transition as 
generating a feeling of malaise is a theory about the rise and fall of civilizations, 
which, Peter Bien points out, recalls Spengler’s The Decline of the West. Much 
admired by Kazantzakis, Spengler's book resonated with his own critique of 
the shortcomings of capitalism, though he increasingly became disillusioned 
with communism upon visiting Russia.?5 

Kazantzakis' remarks on the significance of the figure of Odysseus are based 
on an understanding of the transformative power of myth (which he uses inter- 
changeably with epic) to signify intense moments of crisis. We have already 
seen how violence can signal a crisis, as an outcome of civil strife and political 
turmoil, but for Kazantzakis this leitmotif is only one aspect of myth's trans- 
formative power, as it realized in his poem. It is also a sign of an existential 
crisis.?9 In a letter written to Emile Hourmouzios in 1943, Kazantzakis discusses 
how Odysseus embodies this understanding of “myth.’2” “Odysseus fashions 
a myth—rather, he does not fashion a myth, he lives one, he himself is the 
myth. But all the molds break, and everything vanishes at given moments of 
great intensity, at crises that last a lightning flash ...” (SL, 589). He draws paral- 
lels to crises articulated as existential moments of despair, referring to them as 
“nihilistic”, as he believes they are voiced in ancient antecedents: 


Do we not see the same thing in Pindar, the great worshipper and singer 
... of the palpable exploit, of assurance that life is worthy? Nevertheless, 
that same Pindar must have been overcome by despair at some point 
when he uttered his ghastly nihilistic outcry: oxtág dvap vðpwnroç!?8 Do 
not Sophocles and Homer ... sometimes shout the same cry? 

SL, 589 


24 Kazantzakis (1943) 1028-1029. 

25 Bien (1989) 63. 

26 Kazantzakis’ 1910 dissertation (2006) discusses the concept of nihilism in Nietzsche. 
Bien provides commentary on this controversial subject in relation to Kazantzakis' own 
thought (1989) 191-193. 

27 Kazantzakis is inconsistent in his use of the term myth. In his travel book, Journey to the 
Morea, written before the Odysseia, he draws on anthropological approaches and defines 
myth as symbolic archetype in interpreting Greek sculpture. Kazantzakis (1965) 67—68. 

28 Pythian 8.95-96: “humankind is the dream of a shadow" (SL, 586n.). 
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Odysseus, Kazantzakis explains, utters the same “nihilistic outcry.” When 
Odysseus says “And this One does not exist!" it should not be interpreted as the 
“culmination of his struggle"; but as a “valve” that he opens up in the moment 
to ward off despair. In this way, Kazantzakis concludes, Odysseus "finds relief, 
gains courage from the horror, and continues on the path he has chosen, the 
Ascent.” (SL, 589) 

As the Odysseia addresses the theme of violence in its integral connection 
to the wielding of political power, and interjects a facet of Kazantzakis' own 
social commentary, the Homeric text serves as a foundational text upon which 
to conduct just such a critique—which emerges as a topos in classical reception 
within twentieth-century continental thought in its penchant for constructing 
parallels between antiquity and modernity, making the past and the present 
seemingly relative despite marked cultural differences between two distinct 
epochs and their socio-political values. 

In drawing on Homeric epic to comment on the mechanisms of violence, 
Kazantzakis’ treatment of the subject in the Odysseia resonates with an argu- 
ment made by the French philosopher Simone Weil in her essay on Homer and 
the theme of force. Weil's essay was written in 1940, after the Nazi invasion and 
the fall of France.?? For Weil, the “true hero" “subject” and "centre" of Homeric 
epic is "force" Homeric epic is not merely to be seen as a social document of 
its time buts as a mirror that reflects similar instances of aggression in global 
history in which the eruption of overt forms of political nationalism?? threaten 
modernity's investment in the ideal of progress: 


Force employed by man, force that enslaves man, force before which 
man's flesh shrinks away. In this work, at all times, the human spirit is 
shown as modified by its relations with force, as swept away, blinded by 
the force it imagined it could handle, as deformed by the weight of the 
force it submits to. For those dreamers who considered that force, thanks 
to progress, would soon be a thing of the past, the Iliad could appear as 
an historical document; for others, whose power of recognition are more 
acute and who perceive force, today as yesterday, at the very center of 
human history, the Iliad is the purest and loveliest of mirrors. 
WEIL 1965, 6 


29  Ithank poet and classical scholar, Anne Carson, for drawing my attention to Weil's essay. 
30 Scholars make a distinction between political and cultural nationalism: the former is 
represented by political revolution, violent aggression and irredentism; whereas the latter 
reflects the activity of the intelligentsia in its cultural institutions to promote national 
consciousness, identity and unity. See Hobsbawm (1990) and John Plamenatz (1976) 23- 
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In view of Weil’s remarks, the value of epic is in providing narrative frames 
that can be manipulated to comment on issues that speak to a modern sensi- 
bility—in this instance on how mechanisms of violence permeate all aspects 
of social life and expression. Such a reading of epic suppresses real historical 
time to present ideal conditions from which to examine one of many existential 
questions that preoccupied writers, especially ascetics like Kazantzakis and 
Weil, in confronting the inevitability of death and opening a path for the 
contemplative life in rejecting such nihilism and destruction. 

Also implied in Weil’s remarks is an awareness of how classical philology sees 
Homeric epic as “a thing of the past”, “an historical document’, as she puts it. Her 
understanding here makes reference to an important trend evolving within the 
discourse of European classical scholarship. Since the nineteenth century, with 
the strides made by archaeological excavation in producing empirical evidence 
that Greek epic is indicative of an actual historical period, reading Homer as 
a source to construct a social history of the archaic period has become an 
important practice. Classical philologists in their interpretation of authorita- 
tive ancient texts increasingly made an important distinction between epic and 
myth.?! As epic was relegated to the field of history, myth was relegated to the 
category of symbolic archetype in the fields of anthropology and psychology. 
But the premise upon which those disciplinary boundaries were based became 
subject to criticism by philosophers. 

Written in the throes of Axis aggression, as early as 1942, the theorists Max 
Horkheimer and Theodor Adorno in Dialectic of Enlightenment (1947) expose 
the basis upon which the rationalization of order fuelled Germany’s virulent 
form of political nationalism. The idea of order is not a modern concept but 
can be traced to the Enlightenment period, which read the classics as foun- 
dational texts to validate political principles even anachronistically at times. 
Their reading of Homeric epic in particular looks upon it as providing a model 
of rational order. In discussing Homer’s Odyssey, they make direct reference to 
the same evolving trend, noted earlier, in the discourse of classical philology, 
in this case in German Hellenism from Hegel to Nietzsche and Wilamowitz,?? 
in which epic is becoming increasingly differentiated from myth. They argue 


24. Although progressive in nature, nationalism is often expressed in reactionary and 
ethnocentric forms, as in its zeal for “biological” and linguistic purity. Seton-Watson (1977). 
31 Fora discussion of these trends in British classical scholarship, as represented in the work 
of historian John Pentland Mahaffy and anthropologist Jane Harrison, see Frank Turner 
(1984). 
32 See Katie Fleming (2012) who also discusses both Weil's and Horkheimer and Adorno's 
texts. Kazantzakis was well read in German and French classical philology (SL, 555n). 
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against such a differentiation, which they deem to be false. The two concepts 
of epic and myth should be seen as converging. Epic and myth should be looked 
upon as a dialectic, a synthesis of two related and opposing ideas of the rational 
and the irrational. 

To justify their reading, they argue that epic is organically “bound” to myth; 
its tales of adventures have their origin in folk tradition. In their view, the way in 
which epic “organizes” the presentation of myths illustrates how “the Homeric 
spirit” is, in essence, opposing them. Epic and myth delineate “two phases 
of an historical process” that can be detected “along the seams” of Homeric 
narrative. The epic, they argue, “dissolves the hierarchical order of society by 
the exoteric form of its presentation, even—and precisely there—where it 
glorifies this same order.’ In singing of Odysseus’ wanderings, in epic narrative 
there is, as they put it: “already the nostalgic stylization of what may no longer 
be sung. And the hero of the adventure proves to be the prototype of the 
bourgeois individual, whose concept originates in that coherent self-assertion 
the primordial model of which is rendered by the beleaguered hero."?3 

Their reading of the Odyssey interprets the wandering of Odysseus as indica- 
tive of the erosion of the social order—the bourgeois individual, who travels 
away from his kingdom in the manifold adventures he embarks upon. The nar- 
rative, in unfolding the parallel sequences of epic and myth, represents a dialec- 
tic of the rational and the irrational. The epic, the “historical-philosophical” 
precursor to the novel, does not completely dissolve linear narrative elements 
in its model of story-telling. They maintain that in the epic "novelistic" strains 
"begin to show through, and the venerable meaning-charged cosmos of the 
Homeric world reveals itself to be the work of ordering reason, which destroys 
myth precisely by means of the rational order in which it reflects myth."?^ They 
deem the journey of the wandering Homeric hero, then, as representing the 
path of the self coming into self-consciousness. 

These views resonate with the model of the wandering Odysseus, as real- 
ized in Kazantzakis' Odysseia. In Canto 1 after returning to Ithaka, Odysseus 
surveys his farming lands, a staple of his bourgeois status, and then recalls the 
perils he had encountered at sea. He thinks about how to present these adven- 
tures to his family and selects formative experiences from his mind's memory 
bank: key encounters with Calypso, Circe and Nausika, wherein Kazantzakis 
presents a composite of Homer's account. These encounters fall into a pattern 
in which Odysseus re-orders his lived experience to demonstrate his solip- 


33 Adorno and Horkheimer (1992) 109. 
34 Adorno and Horkheimer (1992) 109. 
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sistic suffering while abroad, vexed by the constant awareness of impending 
death in clashes with violent elements of the supernatural and natural cos- 
mos. Herein Kazantzakis reveals the overall pattern of the poem in exploring 
the rational and irrational workings of the mind in the parallel realms of epic 
and myth. Odysseus, moreover, reveals how constructed these stories are for 
he has carefully manipulated the truth in his structuring of them: “The crafty 
voyager falls silent and stealthily looks about / how to cover up the truth, mas- 
terfully, with deception" (K, o, 11. 71-72). After he reminisces with Helen on the 
storied events of Troy, momentarily questioning their validity, Odysseus inter- 
prets physical phenomena around him, too, as having been transformed into 
myth: “everything turned to stone ... and dim life burst into stars and turned 
into mythic fable" (K, O, 111. 1075-1076). A minstrel reveals to Odysseus three 
guiding mythic figures that have driven his path since childhood. Tantalus, Her- 
cules and Prometheus have bequeathed to him an “insatiable heart’, brilliant 
insight, and a fiery, “laborious” nature, mental abilities in Odysseus that surface 
later in key episodes to illustrate his agonistic spirit (Friar, K, OMS, 779). 

Odysseus’ experiences along the journey personify a broader exploration of 
how the self defines consciousness. Each successive episode presents a facet 
of consciousness and a desire to exceed its limits. He articulates the notion of 
freedom in all aspects of its implications—from the political to the spiritual. 
In his 1943 letter to Emile Hourmouzios, Kazantzakis reveals the broad outline 
of his conceptual design in the moulding of Odysseus: 


... Odysseus’s selfhood widened as he advanced, ... it smashed each and 
every mold— individual, self, family, nation, race, species, organic being, 
universe. I felt him continually identifying with the fearful, indestructible, 
and totally mysterious élan that appears on our planet in the form of 
Life. Odysseus, and I with him, sensed that élan acquiring consciousness, 
creating eyes which to see, ears with which to hear, a heart with which to 
experience joy and pain. 
SL, 588 


Kazantzakis initially alludes here to various identity markers that speak specif- 
ically to Greek society of his time. The idea of the individual is usually placed 
in relation to the family and, by association, to the nation. Commentators on 
Modern Greek culture have established that the idea of individualism, born of 
Western liberalism, does not resonate in the case of Greece, for overwhelmingly 
a collective national consciousness overrides an individualistic one. Embedded 
in Kazantzakis' remarks in this letter is a critique of nationalism, the overarch- 
ing ideology that Kazantzakis in his political thought found to be repressive. 
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In this sense, he deviates from his Greek contemporaries’ preoccupation with 
varying articulations of nationalism.?* The journey, as realized in the poem, 
presents Odysseus moving away from social markers that define his identity 
and gravitating towards life-affirming (i.e., élan) and theistic ones.?9 The play 
of epic and myth, vacillating between the rational and the irrational, the phys- 
ical and the ephemeral, ideally comes to the service of projecting alternative 
states of consciousness in the realm of the human imagination. 

As Kazantzakis considered the Odysseia his life’s work, the poem is often 
seen as a repository of elements of his philosophical thought during the period 
in which Kazantzakis laboriously prepared the manuscript. The writing of the 
Odysseia was an intensive process in which the poem went through many 
drafts. It is during this period that he revised many of his philosophical posi- 
tions and developed an evolving asceticism that culminates in his 1927 treatise, 
Askitiki, or Saviors of God: Spiritual Exercises.3” Askitiki presents his credo of the 
metaphorical ascent in terms of the transubstantiation of the flesh into spirit.3* 
Insofar as the life of the mind is concerned, in Askitiki Kazantzakis elaborates 
on how one has a duty to observe the mind, in how it dictates order; but one 
must also exceed its limits, a thesis that informs Books x1v and xv1 of the Odys- 
seia.?? 

In critical commentary,^? Odysseus’ allegorical journey has been recast in 
the form of an existential quest for freedom in which Kazantzakis tests the lim- 
its of a number of philosophical ideas (Nietzschean, Bergsonian, Kierkegaar- 
dian), religious traditions (Christian and Buddhist), ideologies (nationalism, 
communism, populism) and epistemologies (idealism, rationalism, subjectiv- 
ity) that preoccupied him in his creative, philosophical and political writing. 
According to Friar, Kazantzakis is purportedly to have said in a newspaper 
interview that Odysseus is the person who has liberated himself from all plans 
and systems whether religions, philosophies, or ideologies. He experiences the 
full spectrum of life and its varying forms (Friar, Intro. K, OMS, xi). 


35  TTziovas (1989) discusses nationalist formulations coined by Kazantzakis’ contemporaries. 
36 See Bien (1989) and Friar ("Introduction" to K, OMS, xvi-xvii) on Kazantzakis’ interpreta- 
tion of Henri Bergson's formulation of the élan vital, the vital or creative life force. 

37 Kazantzakis (1960). 

38 See Bien’s discussion of Askitiki as a political critique of capitalism. (1989) 71. 

39 Friar (1979) 23. 

40 Eg, Bien (1989), (2007), Bien and Middleton (1997), and Makridis’ "Introduction" to 
Kazantzakis (2006). Kazantzakis' radical critique of Christianity has elicited protest in 
Greece and abroad. 
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What makes the Odysseia inherently difficult to interpret, however, is the 
fragmentation of ideas and frameworks contained therein—what can be de- 
scribed as epistemological rupture. For example, while one could make a case 
of how the Odysseia explores the nature of suffering in a Nietzschean sense, it 
does not resolve that human predicament in the pursuit of happiness. 

But his affixing the overall structure of the poem on the idea of the ascent 
conveys a patterned sense of order. In the Prologue the narrator declares the 
poem a song, one that explores consciousness, the life of the mind, through 
the trials of Odysseus. By the poem’s end, as Odysseus’ spirit takes leave of his 
body, the poem goes on to simulate the idea of the gradual ascent of the spirit: 
“Flesh dissolved ... and the great mind surged to the summit of its holy freedom 
... it leapt high into the air and broke free of its final cage ...” (K, O, XXIV, 1390- 
1394). In the process of transcendence, the spirit achieves its autonomy and 
finds fullest expression in poetry. 

Kazantzakis’ engagement with the classics, in his use of epic and myth to 
formulate his sequel, deviates from the example of other Greek poets, such 
as George Seferis and Yannis Ritsos,* later modernists who memorialize the 
bourgeois virtues of the fallen aristocratic hero.^? Kazantzakis’ philosophical 
ponderings on the freedom of the spirit as a mode of self-consciousness find 
expression in epic and myth and adhere to a dialectic of order and disorder 
in the pattern of its narration. He resumes a tradition within Romanticism 
that looks upon poetry as a mode of transcendence in the symbolic realm of 
the aesthetic. Kazantzakis' example resonates more with Friedrich Hólderlin's, 
who believed that through the realm of poetry, one *must abolish the idea 
of the state or at least strip the entire miserable human construct of state, 
constitution, government, legislation—down to its very skin." To achieve this 
end, poetry reflects the idea of the freedom of the spirit and ascribes an 
enlightened understanding to myth as a mode of reason: 


Until we render the ideas aesthetic, that is, mythological, they will not 
be of any interest to the populace, and vice versa: until mythology has 
become reasonable, the philosopher has to be ashamed of it. Thus the 
enlightened and the unenlightened finally have to shake hands; mythol- 
ogy must become philosophical in order to make the people reasonable, 
and philosophy must turn mythological ... No power will be suppressed 
any longer then there prevails universal freedom and equality of the 


41 E.g, see Ritsos’ sequels Helen and Agamemnon. 
42 On Seferis, see Martha Klironomos (2002). 
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spirits!—A higher spirit, sent from heavens, will have to found this new 
religion among us ...^? 
HOLDERLIN (1988) 155-156 
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Spinning a Thread of One’s Own from Homer to 
Atwood 


Buket Akgiin 


Margaret Atwood's The Penelopiad is one of the titles in Canongate Myth Series, 
a series of novels written by contemporary authors to offer their reception 
and retelling of ancient myths. Atwood’s novel is a gendered continuation of 
Homer’s epic the Odyssey, but, as mentioned in its Introduction and Notes, 
Atwood has also drawn on many other mythical sources, especially for Pene- 
lope's life. The novel mostly focuses on the lives of Penelope and the maids 
rather than the adventures of Odysseus during his homebound journey follow- 
ing the Trojan War, or those of Telemachus. Penelope and the twelve hanged 
maids narrate the classical myth, with the benefit of hindsight, from the 21st 
century and from Hades. Atwood asserts that she has always been haunted by 
the hanged maids, which is probably why, in Chapter xxiii, entitled “Odysseus 
and Telemachus Snuff the Maids’, she portrays them like the ghosts of female 
victims in Japanese horror films while referring to snuff films in the title. 
Atwood has also been haunted by two questions after reading the epic: what 
was the actual reason behind the hanging of the maids and what was Penelope 
really doing? In the continuation Penelope and the hanged maids answer these 
questions, but their answers contradict one another. So do their narratives. The 
maids accuse Penelope of having affairs with the suitors and having the maids 
hanged so that they cannot tell about her affairs whereas Penelope puts all the 
blame on Eurycleia. Like the original epic, Penelope’s narrative abounds with 
inconsistencies and contradictions, which makes the readers wonder if Pene- 
lope is just another Helen, albeit a more clever and ruthless one when it comes 
to keeping her deeds a secret and getting away with it. Suffice it to say that, in 
her continuation, Atwood does not really provide any answers to the questions 
that haunt her. She only makes sure that they haunt her readers as well. 

I aim to deliberate over how Atwood’s The Penelopiad, as a continuation of 
Homer’s Odyssey, uses gender as a means to subvert the male-forged myths 
regarding masculinity and femininity, whereas the original epic is regarded as 
misogynistic in spite of the character of the faithful, patient, cunning, and, yet, 
modest Penelope. Penelope's and the twelve maids’ narratives in The Penelop- 
iad, just like the novel itself, prove that it is possible to disrupt the phallocentric 
male discourse, the myth of Penelope and Odysseus to be specific, by repeat- 
ing, retelling, and re-interpreting it. Judith Butler sees gender as a mechanism 
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that produces and naturalizes notions of masculine and feminine. Accordingly, 
many feminist theorists, such as Sheila Murnaghan, Lilian Doherty, Luce Iri- 
garay, Seyla Benhabib, and Amy Allen, believe that gender is a cultural and 
social determinant of any discourse and narrative. However, just as Toril Moi 
does, Butler argues that it is also possible to use this very same mechanism to 
deconstruct and denaturalize such notions. As Vanda Zajko points out, the 
historical distance allows Atwood to reject and upset the gender ideology of 
Homer's epic.? It allows Penelope and the twelve maids, the marginalized, sup- 
pressed, and silenced female characters of the epic, to escape from the “[z]one 
of silence"? to use Irigaray’s terminology, to spin their own threads, to tell their 
own tales in the first person in the continuation, and to subvert the phallo- 
centric discourse of the original epic. Indeed, the maids' narrative undermines 
not only Homer's epic but also Penelope's own narrative in the continuation. 
Atwood's novel is an "inversion" as well as a continuation of Homer's epic, in 
that it turns around the portrayal of female characters in the epic to designate 
their opposites. Moreover, at the end of the novel, the maids make sure that 
the Erinyes, alongside the maids themselves, will haunt Odysseus everywhere, 
including all narratives down to marginal notes, so that he finds no rest in any 
new life into which he is reborn or in any discourse. 

In Atwood's continuation Penelope complains about the official version 
gaining ground. Homer's epic, resonant with Butler's performative, is a com- 
pilation of authoritative examples enacted and reenacted, told and retold by 
different characters.5 Atwood's Penelope resents the original epic, for it turns 
her into “[a]n edifying legend" and “[a] stick used to beat other women with"6 
by praising her patience and loyalty. Penelope's resentment of the original epic, 
in turn, echoes the fear of being defined by the phallocentric discourse and 
being trapped in the male-forged gender myths and images of the patriarchal 
ideology." Penelope's decision to spin a thread of her own and tell her own story 
to upset the original epic, yet again, draws a parallel with the feminist theo- 
rists' analogy between weaving and women's language and writing. As far as 


1 Cf. Murnaghan (1987) 107, Doherty (1995) 87, Speer (2005) 49, Benhabib et al. (1995) 2, Allen 
(2007) 165, Moi (1985) 78, 131, and Butler (2004) 42. 

2 Zajko (2008) 206. 

3 Irigaray (1985) 113. 

4 In The Penelopiad Atwood does exactly what Annette Kolodny calls “inversion.” See Kolodny 
(1975) 80. 

5 See Butler (1995) 205. 

6 Atwood (2005) 2. 

7 Kolodny (1975) 83; Moi (1985) 36. 
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femininity in writing is concerned, Héléne Cixous suggests that “writing and 
voice are entwined and interwoven” while Justyna Sempruch likens herstory to 
Arachne’s weaving. Luce Irigaray, likewise, maintains that women’s language 
not only weaves its own discourse but also avoids being entangled in the phal- 
locentric discourse.® 

The female figures in Homer’s epic turn to weaving as a means of spinning 
a story, fabricating a lie, or controlling destiny. Athena, the artisanal goddess 
and inventor of weaving, challenges Arachne to a tapestry making contest, but 
when Arachne wins with a tapestry depicting the deeds of deities in a sarcastic 
and mocking manner, the goddess turns her into a spider? It is also noteworthy 
that the word “spider” etymologically means “to spin.” Penelope, waiting for 
her husband Odysseus to return home and trying to make her suitors wait, 
fabricates a lie and claims that she has to weave a shroud for her father-in- 
law before marrying one of the suitors. The shroud remains unfinished for 
years because every night she secretly undoes what she has done during the 
day. Circe is believed to weave destiny and thus to know everyone's fate. As 
for the Fates, their will is above even the will of gods.!? Clotho spins, Lachesis 
measures, and Atropos cuts the thread of life thus apportioning everyone's 
destiny. Hence, Odysseus' desire to control the Fates in Atwood's continuation. 

It is not only Penelope and the maids who spin a tale of their own to over- 
turn the male-forged myths. In Homer's epic Helen interferes with Odysseus' 
narrative in an attempt to include her own narrative, praising her own kleos, 
glory, in which she claims to have recognized Odysseus in his beggar's dis- 
guise and helped him and the Greeks in Troy. Odysseus, in contrast, tells that 
Helen has tried to have the Achaeans killed by mimicking the voice of each 
one's wife to make them come out of the Trojan Horse. In the continuation 
Helen, in like manner, tells a different version of the story of her abduction as a 
child and claims that the men who died in the Athenian war were a tribute to 
herself. Moreover, in the continuation, Helen seems to avoid being entangled 
in the web of phallocentric discourse by overplaying the gender role ascribed 
to her through Irigaray’s mimicry, that is through miming her own sexuality 
in a masculine mode." According to Penelope, Helen practices and, indeed, 
overdoes gender roles by flirting with her dog, mirror, comb, and bedpost. She 


8 Cf. Cixous and Clément (1996) 92, Sempruch (2008) 54, and Irigaray (1985) 29. 

9 See Feldherr (2010) 60, 42; Buxton (2013) 195. 

10 See Bernabé and Jiménez San Cristóbal (2008) 318; Campbell (1991) 179-180. 

11 See Moi (1985) 135 and Irigaray (1985) 27, 76. Similarly, Butler defines gender as “a stylized 
repetition of acts.” Butler (2010) 191. 
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exploits the sexual stereotype of the seductress for her own political purposes; 
she practically does anything she wants to do and gets away with it. Contrary to 
Irigaray's general assumption,!? Helen is compensated for her efforts because 
her pleasure does come from being chosen as an object of desire by men. 
Actually, Penelope is projecting her suppressed desires and transgression onto 
Helen even though she claims that she never transgressed. She moans that no 
man will ever kill himself for her. As opposed to the ugly duckling, “plain-Jane 
Penelope" who "weren't exactly a Helen'? Helen has a swan-like beauty and 
is not ashamed of displaying her sexuality. She takes baths where everyone 
can watch her in Hades and shows a bare breast when she is conjured to 
the world of the living. Most importantly, Helen remains as a menace to the 
phallocentric order, being naughty, causing uproar, even making empires fall, 
each time she is reborn. Penelope is still jealous of Helen in the afterlife 
because she is never summoned by conjurers whereas Helen, on the contrary, 
“was much in demand. It didn't seem fair—I wasn't known for doing anything 
notorious, especially of a sexual nature, and she was nothing if not infamous."^ 
Penelope chooses not to be born again and again into the same phallocratic 
power structure so as not to legitimize socially established gender roles through 
reenactment.55 So, her only means of acquiring knowledge as to what is going 
in the world of the living is through conjuring, dreams, or infiltrating the new 
ethereal-wave system, that is taking a peep through television screens. Not 
surprisingly, every profession Odysseus and Telemachus have when they are 
reborn, has to do with disguise, deceit, and unscrupulousness. As Penelope 
mentions, Telemachus is “by nature a spinner of falsehoods like his father.”!® 
Telemachus is a Member of Parliament while Odysseus has been a French 
general, a Mongolian invader, a tycoon in America, a headhunter in Borneo, a 
film star, an inventor, and an advertising man. In other words, the father and 
the son play the role of the new hero of the Western society who, as Karen 
Armstrong avers, ^was venturing into uncharted realms for the sake of his 
society.”!” 


12 See Irigaray (1985) 84. 

13 X Atwood (2005) 37, 102. 

14 Atwood (2005) 20. 

15 See Butler (2010) 191. 

16 Atwood (2005) 137. 

17 Armstrong (2005) 127. According to Alan G. Johnson, too, this new hero of the Western 
society is mostly male. See Johnson (2005) 91-92. Robert A. Segal, states, similarly, that 
hero myths, one example of secular myths, are created as a result of the decline of religion 
and rise of science. See Segal (2013) 116. 
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Penelope acts outside her gender roles in Homer’s epic, but chooses to 
remain silent and not to take credit for her cunning. Instead she attributes most 
of it to either Athena, another female character, albeit a deity, or Odysseus. In 
the epic Odysseus’ twenty-year absence leaves Ithaca in disorder and at the 
mercy of the suitors, who are determined to consume Odysseus livelihood, and 
thereby Telemachus' inheritance, to force Penelope into choosing one of them 
for marriage. In contrast, in Atwood's continuation, what Penelope accom- 
plishes during the absence of Odysseus is the very definition of heroic male 
identity, which, for Sam Keen, consists of knowing how to manage a place to 
which one is entrusted and how to make astute decisions regarding the han- 
dling, usage, and preserving of what one is left in charge.!® Regardless, she 
gains Kleos, not as a hero, but as a patient, loyal, and thoughtful wife protect- 
ing the oikos, the household, because phallocentric discourse defines heroism 
with regard to men and what men do. Penelope's not taking credit for her cun- 
ning plans and informing Odysseus about how she has been single-handedly 
running his estates ^with womanly modesty"? illustrates what Cixous calls a 
woman's aptitude to “depropriate herself without self-interest”2°—not posing 
a threat to a man's authority within the framework of phallocentric order. Iri- 
garay points out that in terms of masculine parameters, which define female 
sexuality as a lack of phallus, a woman, being "marked phallicly" by her father 
and/or husband is regarded as nothing but commodity with a use and/or 
exchange value.?! Therefore, she tries to compensate for what she lacks through 
subservient displays of love towards her father as well as her husband, through 
giving birth, preferably to a boy, to substitute for the penis she lacks.?? Accord- 
ingly, Eurycleia keeps reminding Penelope that her "job" is to “have a nice big 
son for Odysseus"7? which mirrors the constant and contemporary effort to 
confirm an allegedly natural association between femininity and maternity as 
well as to reduce the social role of women to reproduction.?^ Consequently, 
Penelope's only victory over Helen is her giving birth to a son before the latter. 


18 Keen (1991) 180. 

19 Atwood (2005) 89. 

20 Cixous and Clément (1996) 87. 

21 Irigaray (1985) 31. 

22 Irigaray (1985) 23-24. 

23 Atwood (2005) 63. Doherty notes that in classical Greek societies the primary roles of men 
were being a citizen and a warrior, whereas the primary roles of women were being a wife 
and a mother. Doherty (2003) 137. 

24 Butler (2004) 182, 186. 
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Likewise, Eurycleia herself seems to fill in the gaps in her repressed sexuality, 
to use Irigaray’s discourse yet again, by playing the role of the surrogate mother 
first to Odysseus, then to his son Telemachus, and eventually to a dozen dead 
babies in Hades, which seems like her eternal punishment for having served 
the phallocentric male order. 

Staying alive seems to be a challenge in itself in both the epic and the 
continuation, let alone asserting oneself or gaining k/eos. In the continuation 
Penelope points out the fact that Odysseus’ grandfather and Penelope's father 
attempted to kill them as children. Odysseus threatens to dismember and then 
to hang Penelope if he ever finds out she has been unfaithful. Penelope also 
fears that Telemachus might be considering killing her to get rid of the suitors 
and keep his inheritance. Indeed, by associating her bridal veil with a shroud, 
Penelope draws a connection between marriage and death long before her 
husband and her son pose threats to her very life.?* Telemachus has grown 
up without a father, though with Athena as his guide and patron. He needs to 
learn to assert himself, establish his authority in Ithaca, and surpass his father, 
whom he has not had a chance to know. Penelope makes sure her son hears 
only the nobler versions of the tales about his father’s adventures, the ones 
praising Odysseus as a handsome and intelligent warrior. Orestes, who had to 
kill his mother Clytemnestra to avenge the murder of his father Agamemnon, 
is yet another example drawn for Telemachus. Irigaray defines the patriarchal 
order “as the organization and monopolization of private property to the benefit 
of the head of the family.”*® As seen in the example of Telemachus, as soon as 
he comes of age, the son is responsible from the protection and prosperity of 
his father's estate in his absence. In the Odyssey Telemachus insists on choosing 
the songs for the banquet, making a speech, and taking over his father's bow. In 
the continuation, similarly, Penelope is not pleased at all that, after running the 
palace for twenty years in the absence of her husband, her son is now at the age 
to order her about and claim his authority to take over his father's duties. On 
the one hand, Telemachus accuses his mother of being overemotional, lacking 
reason, and judgment. On the other hand, he accuses her of being cold and 
unaffectionate towards Odysseus upon her long-absent husband's revelation 
of his identity. Penelope gets so irritated at the way her son treats her that 
she wishes for another Trojan War just so she could send him off to war and 
get rid of him. Anticleia might as well be right to blame Penelope, instead of 
Helen, for Odysseus' having to go to war. Odysseus pretends to have gone mad 


25 Akgün (2010) 37-38. 
26 Irigaray (1985) 83. 
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to avoid keeping his promise and going to Troy to bring Helen back. Allegedly 
to show that Odysseus will not recognize her or their son and to prove her 
husband right, Penelope carries the baby Telemachus to the field. However, 
when Palamedes puts the baby in front of the plough Odysseus is driving, 
Odysseus stops the plough in order not to kill his son. Having his madman 
disguise ruined thanks to his wife, he has to go to war. 

In The Penelopiad Penelope affirms that Odysseus and she have both admit- 
ted to be “proficient and shameless liars of long standing.”2’ They start playact- 
ing and using deceit on their first night as a married couple upon the suggestion 
of Odysseus. The bride is presumed to be stolen, while “the consummation of 
marriage was supposed to be a sanctioned rape ... a mock killing.”28 Odysseus 
suggests that Penelope pretend to be hurt and scream to satisfy those listen- 
ing outside their bedroom. It should be noted that he does steal Penelope and 
her dowry and take both to Ithaca after the wedding instead of living with his 
wife’s family in Sparta as the old custom requires. Furthermore, with the help of 
Tyndareus, Helen’s father and Penelope’s uncle, he cheats in the running com- 
petition for the hand of Penelope in marriage; he drugs his opponents who are 
competing. After Odysseus wins the contest, marries Penelope, and takes her 
to Ithaca, Tyndareus’ grandchildren will rule in Sparta. 

Besides bringing Penelope and her dowry back to Ithaca thanks to his crafti- 
ness, Odysseus is also accused of being a usurper who overthrows the Great 
Mother cult. His refusal to be beheaded at the end of his rightful term and 
sacrificing the suitors and the maids as substitutes bears resemblance to “the 
Empire of the Selfsame” which is “erected from ... The fear of expropriation, 
of separation, of losing attribute. In other words, the threat of castration has 
an impact.”29 Armstrong emphasizes that catastrophe and bloodshed are the 
central features of the myth of the dying vegetation gods. The ever-dying and 
ever-living god “epitomises a universal process, like the waxing and waning of 
the seasons”?° and the moon. The god or his impersonator needs to die so that 
he can be reborn and fertilize the goddess to produce new crops.*! The maids in 
Atwood’s continuation play the role of the twelve moon-maidens of Artemis, 
the moon goddess, while Penelope plays the role of the High Priestess. After 
indulging in orgiastic fertility rite behavior with the suitors, the maids purify 


27 Atwood (2005) 173. 

28 Atwood (2005) 44. 

29 Cixous and Clément (1996) 80. 
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31 Coupe (1997) 24; Frazer (1978). 


SPINNING A THREAD OF ONE’S OWN FROM HOMER TO ATWOOD 213 


themselves in the blood of the murdered male victims, thereby renewing their 
virginity. Finally, as a re-enactment of the dark side of the moon phase, the 
maids sacrifice themselves.” 

Since agriculture is neither a peaceful nor a contemplative task, as Arm- 
strong puts it, the Great Mother is not a gentle or consoling goddess.?? In both 
the Odyssey and The Penelopiad the desire of a woman is portrayed as an “insa- 
tiable hunger, a voracity that will swallow you whole."?^ Reminiscent of the 
Great Mother and Irigaray’s definition of the desire of a woman, Penelope, too, 
is regarded as a hazard to Odysseus' life. Hence, Agamemnon's warning and 
cautionary tale in Hades. The Odyssey ends with Odysseus' reaffirming his man- 
hoodand kingship whereas The Penelopiad ends with a reclaiming of the matri- 
lineal cult of the Great Mother, representing Penelope as the High Priestess 
and the maids as the priestesses of the moon goddess Artemis, and condemn- 
ing Odysseus, the usurper, to an eternal punishment. Nancy Fraser maintains 
that "gender justice now encompasses issues of representation, identity, and 
difference"35 Accordingly, The Penelopiad, as a gendered continuation of the 
Odyssey, offers Helen, Penelope, and the twelve maids self-representation. 

Almost all female figures in the original epic and in its continuation trans- 
gress the boundaries and dismantle the gender roles ascribed by the phallo- 
centric order. In addition, Froma I. Zeitlin asserts that in the Odyssey every 
female character provides for the building up of the conglomerate character 
of Penelope.*¢ In Lacanian terms Penelope is “the reflector and guarantor of an 
apparent masculine subject position"?" that of Odysseus to be specific. She also 
serves as a point of reference for Odysseus whenever he encounters a woman, 
be she a human, a goddess, or a monster. In Homer's epic Penelope's loyalty 
to her husband is confirmed by numerous characters including Agamemnon, 
Anticleia, and Athena. In Atwood's continuation Penelope accordingly claims 
that she is nota man-eater, a Siren, or a Helen, but she actually embodies in her 
character all human and non-human female figures of Homer's epic who assist 
Odysseus, delay his nostos, homecoming, or threaten his life. As Heidi Slet- 
tedahl Macpherson mentions, Atwood, in her continuation, “even unpicks the 
apparent goodness of Penelope" to explore "the darker side of female (human) 
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nature. Penelope is seemingly passive, patiently waiting for her husband to 
return home from war in the epic, but she is subverting the phallocentric dis- 
course as well as gender roles in the continuation. Athena bestows upon Pene- 
lope her skill in weaving, intelligence, and talent at rhetoric; and makes her look 
more beautiful not only to enthuse Odysseus but also to encourage the suitors 
to give her gifts. Therefore, in Homer’s epic, Penelope attributes her idea of the 
shroud to Athena and her idea of challenging the suitors to string her husband’s 
bow to Odysseus, whereas, in Atwood’s continuation, she explains that it was 
all her own idea, but that she reckoned that if she attributed it to a goddess, she 
would avoid being punished by gods, like Arachne was, because of her boasting 
and hubris. 

Athena is the goddess of wisdom and war as well as spinning and weaving; 
she is the protector of heroes and the guardian of cities. Penelope, likewise, is 
known for her intelligence, weaving, and protecting the oikos. Just as Athena 
does not have a mother, so Penelope has an absentee mother and a cold and 
distant mother-in-law. Of all the Olympian deities, Athena alone is allowed 
to wear the aegis and carry the thunderbolt of her father Zeus. Similarly, 
Penelope is in charge of ruling the estates of Odysseus and is in possession of 
his bow after he leaves for Troy. Besides, the story of Athena’s turning Arachne 
into a spider after the latter hangs herself resembles the story of Penelope's 
shroud, which was called “Penelope’s web*?? thereby associating Penelope with 
a spider aiming to catch the suitors like flies. Additionally, Penelope's name 
etymologically means "thread" In The Penelopiad Penelope does not appreciate 
the spider analogy and argues in her defense that she has been the one trying 
to avoid entanglement. She also notes that the suitors are furious not only 
because they are fooled, but because they are fooled by a woman. Therefore, 
she pretends not to have recognized her husband when he is disguised as an 
old beggar; she considers it *an imprudence to step between a man and the 
reflection of his own cleverness.’4° 

As regards trickery and gender, Marilyn Jurich avers that since a woman is 
regarded as fragile and feeble-minded, hence incapable of forming a plot, she 
has “double impunity.”*! According to Jurich, women employ tricks in order 
to achieve social change by upending the codes of limitation and oppres- 
sion.?? Penelope, however, reinforces the existing order and employs its codes 
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to manipulate and oppress the maids, in that she professedly waits for the 
right moment to tell Odysseus about her twelve confidant maids, who have 
been following her orders, and causes them to be eventually hanged for their 
seeming disloyalty. This illustrates what Zajko calls Penelope's “self-conscious 
belatedness and awareness of the dynamics of appropriation and selection"? 
in The Penelopiad. Like Calypso conceals Odysseus in a cave on her island, Pene- 
lope conceals her cunning plans from the twelve maids as well as the suitors 
it seems. Just as Circe enchants Odysseus' companions with her singing and 
weaving, so Penelope weaves, whereas in Atwood's continuation her maids 
sing. Penelope is supposedly weaving a shroud for her father-in-law Laertes 
during the day, while at night she undoes her day's work with the help of her 
maids who also entertain themselves by singing, sharing jokes, and telling sto- 
ries. Penelope's sweet talk to seduce the suitors as well as the maids' songs 
replace the Sirens' singing with their honey-sweet voices to seduce the sailors. 
Additionally, in the Odyssey Arete and Nausicaa play the roles of good wife 
and daughter, protecting the oikos while Ino saves Odysseus from drowning, 
as opposed to Helen and Clytemnestra who delineate the scale of turmoil a 
woman can cause by making a decision when her husband is away. Helen 
runs away with Paris and causes the Trojan War, which claims hundreds of 
thousands of lives. Clytemnestra plots with her lover the murder of her hus- 
band Agamemnon to avenge his sacrificing their daughter Iphigenia to be able 
to sail to Troy. In Hades Teiresias warns Odysseus against the suitors waiting 
in Ithaca, while Agamemnon tells his wife Clytemnestra's betrayal as a cau- 
tionary tale. Despite owning that Penelope is known for her loyalty, he still 
warns Odysseus against a possible similar betrayal on his return home. Hav- 
ing been warned in advance, Odysseus avenges himself on the suitors thanks 
to Athena, Telemachus, and Penelope. In the continuation, similar to Helen 
and Clytemnestra, Penelope is secretly attracted to rascals and has been flirting 
with the suitors while she plays the role of the patient and loyal wife who waits 
for her husband and protects the oíikos.** According to some rumors, she has 
been sleeping with all of the suitors and has given birth to Pan. It is also note- 
worthy that Clytemnestra and Helen are Penelope's cousins. In other words, 
both Penelope and Odysseus have crafty and unscrupulous relatives. Odysseus' 
grandfather Autolycus is the son of Hermes, god of thieves and tricksters. It 
is also rumored that Odysseus' mother Anticleia has been unfaithful and that 
Odysseus' father is indeed Sisyphus, yet another crafty and deceitful figure. Fur- 
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thermore, Penelope reminds us of the sea monsters Scylla and Charybdis, for 
she brings about the death of her twelve maids as well as a hundred and twenty 
suitors. 

The transformations and physical appearances of the goddesses and female 
monsters also underline women’s transgression of boundaries. Circe trans- 
forms Odysseus’ companions into pigs and eventually back into men only 
because she does not want to see Odysseus sad. Athena can transform herself 
into a man or a bird in the Odyssey. Athena makes Penelope look more beau- 
tiful before she meets Odysseus while she helps Odysseus put on the disguise 
of an old beggar and, when she takes off his disguise, makes him look more 
handsome. Scylla is a female sea monster with twelve feet, six long necks and 
heads, and three rows of teeth in each mouth, which enables her to devour 
six of Odysseus’ companions at one go. Actually, Circe advises Odysseus to 
choose Scylla over Charybdis, yet another female sea monster, whose giant 
whirlpool would easily sink Odysseus’ ship and kill everyone on it. The Sirens 
have the body of a bird and the head of a human woman. Penelope's Naiad 
mother reminds us of a sea monster, too: swimming around like a porpoise; 
eating raw fish, heads first, with her sharp pointed teeth; and suddenly killing 
an annoying maid in The Penelopiad. Moreover, at the end of the continuation, 
the maids invoke the Erinyes, “the dreaded Furies, snake-haired, dog-headed, 
bat-winged"^5 to haunt Odysseus while the maids themselves transform into 
owls, evocative of the Harpies, birds with faces of human women, fetching the 
wrongdoers to the Erinyes. 

As another means of subversion, like Cixous and Bakhtin, Moi points out to 
the revolutionary attitude of laughter which overthrows the codes and norms 
of the established order and replaces them with new and slippery ones.*6 In 
Atwood's continuation, Helen, Penelope, and the maids laugh at the expense 
of others in celebration of their cunning, if small, acts of disobedience and 
rebellion. Helen has her “patronizing smirk."? Penelope confesses that when 
her father has begged her to stay in Sparta instead of going to Ithaca, she 
has pulled down her veil not because of her modesty, but to conceal her 
laughter. She also wants to giggle behind her veil, looking down at the short 
legs of Odysseus during their marriage ceremony. She laughs at the expense 
of the suitors with whom she flirts, encouraging them to give her expensive 
gifts to compensate for their expenses. Again, she silently laughs after tricking 
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Eurycleia into almost revealing the identity of Odysseus when he is disguised 
as a beggar, by asking her to wash his feet so that she can behold his scar. 
Much to Penelope’s amusement, Odysseus almost throttles his old nurse to stop 
her from revealing his identity. As for the maids, they laugh and giggle while 
working in the outbuildings. Becoming “polished and evasive’, they master 
“the secret sneer";?? they spit in the food they serve, drink the leftover wine, 
and steal meat. Penelope's letting Odysseus and Telemachus hang the maids 
might be her way of finally making them stop laughing at her, since she often 
complains that she could not stop the maids laughing at her expense. As a 
matter of fact, Penelope's mother could suddenly kill a maid who has happened 
to annoy her as well. Besides, Penelope does not even feel sorry when the maid 
she brought from Sparta dies—not for the maid at least. She only resents the 
fact that she is left alone in a strange land among strange people. 

Towards the end of Homer's epic, Odysseus, disguised as an old beggar, 
praises Penelope by comparing her to a benevolent king who maintains fertility 
and order in his kingdom. At the end of The Penelopiad the maids' narrative 
suggests that just as Odysseus has restored order and reaffirmed his manhood 
and kingship by murdering all the suitors, so Penelope has maintained her 
reputation as a patient and loyal wife at the expense of the maids. As if to 
draw attention to this parallelism, in the continuation, the maids perform a sea 
shanty in sailor costumes impersonating Odysseus' companions and singing 
about their adventures. They also sing a rope-jumping rhyme about Odysseus' 
and Telemachus' killing and Penelope's failing them; they claim that they are 
rendered weak and silent whereas their master and mistress have the spear 
(power) and the word (official epic singing their praises). Penelope, likewise, 
believes that the geese she is feeding in her dream before an eagle comes and 
kills them represent not the suitors but her maids. In the meantime, Penelope 
does nothing to protect the geese (the maids) from the eagle (Odysseus). 
Furthermore, in the epic, Penelope claims that Helen would not have run away 
with Paris if she had known that the Achaeans would bring her back, which is 
regarded as Penelope's *unconscious vindication of what we do not know (will 
never know) with regard to Penelope herself"*? Correspondingly, in Atwood's 
continuation, the maids claim that Penelope has been sleeping with the suitors 
and that that's why she begs Eurycleia to have Odysseus kill the twelve maids 
who are privy to her secrets. The maids mourn that dirt is both their specialty 
and fault, in that they are Penelope's source of information and gossip, but, 
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at the same time, their knowledge poses a threat for Penelope. Given that 
Penelope excels at deceit and has managed to fool even Athena and Odysseus 
with her seeming modesty and loyalty respectively, the maids might as well be 
telling the truth about her affairs. After all, Penelope concurs that she finds it 
delightful “to combine obedience and disobedience in the same act.”°° She also 
admits that she has enjoyed flirting with the suitors; she has encouraged them 
and sent secrets messages to them, and has even daydreamed about with which 
one she would rather sleep. 

Homer’s epic opens with an emphasis on the fact that Odysseus’ compan- 
ions have died of their own foolish acts, no matter how hard Odysseus has tried 
to save them. Nevertheless, Odysseus’ being the only one who returns home 
does not necessarily praise his leadership or display his bravery and prowess. 
Nor does it prove that his metis, cunning, and resourcefulness can indeed be 
regarded as heroic qualities. Until Elpenor's spirit in Hades asks Odysseus and 
his companions to go back to Circe’s island and bury his body properly, he has 
not even noticed that they have left behind one of his men when they have 
sailed away from that island, let alone that Elpenor has died. Also, Odysseus 
keeps his companions in the dark about the advice, instructions, and gifts 
given to him by their hosts and hostesses to protect themselves against the 
challenges awaiting them throughout their nostos. He takes Circe’s advice and 
chooses to sacrifice six of his companions to Scylla without telling his com- 
panions about the monsters or his decision. Likewise, he only warns them not 
to touch Aeolus’ gift instead of telling them what it really is. His companions 
think that Odysseus is not willing to share the guest gifts. They open the bag 
of winds to see what is inside and set all the winds free, which takes them 
back to Aeolus’ land and prolongs their nostos right when they have got so 
close to the end of their journey that they could see Ithaca. Being asleep is 
the excuse of Odysseus for not preventing his companions from committing 
foolish acts, such as opening the bag of winds and eating the golden flock of 
Apollo. He is once again asleep when he arrives in Ithaca and when the Phaea- 
cians leave him and his guest gifts on the shore. Likewise, in the continuation 
Penelope claims that Eurycleia must have put some sleeping draught in her 
drink to comfort her and make her sleep throughout the murder of the suitors 
and the maids. When Odysseus eventually returns to Ithaca, he has no com- 
panions left alive to bear witness to or to contradict his tales of nostos. In other 
words, as some critics believe,>! Odysseus’ narrative, his heroic self-revelation, 
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may be mere lies. Accordingly, like Odysseus’ self-proclaimed heroism, his life- 
threatening adventures with sea monsters and goddesses are diminished to 
drunken mutinies, tavern fights, ear-bitings, nosebleeds, stabbings, eviscera- 
tions, expensive whorehouses, and a cave full of bats in Atwood’s continuation. 
Similarly, in the epic, Penelope has no confidant maids left alive to contradict 
her tales of how she has remained loyal to Odysseus. In the continuation, how- 
ever, as mentioned above, the twelve maids’ narrative contradicts not only the 
epic, but also Penelope's retelling in the continuation. 

The homophrosyne, like-mindedness, of Penelope and Odysseus in the epic 
is appropriated in the continuation to bend gender roles, to deconstruct the 
binary oppositions of masculinity and femininity, and to show their artificial- 
ity by ascribing the same qualities to both male and female figures. Odysseus, 
like Penelope, embodies most of the life-threatening qualities of the female fig- 
ures he encounters during his nostos. As Penelope notes, like Circe, the Sirens, 
and Calypso, he is “a persuader”, and “an excellent raconteur” with “a won- 
derful ... deep and sonorous” voice.52 Not to mention his disguises, cunning 
devices, and plans. The strongest weapon of Odysseus and Penelope is their 
wits. Among their specialties are making a fool of everyone and getting away 
with it, although Penelope projects the latter onto Helen. Yet another resem- 
blance between Odysseus and Penelope is their excessive weeping and slip- 
periness. Odysseus cannot hold back his tears while listening to the bard at 
Alcinous' court sing about the Trojan War. Also, on Calypso's island, he spends 
most of his time sitting on a rock, gazing towards Ithaca, and weeping. Both 
Odysseus and Telemachus cry a lot when they are reunited after twenty years. 
Odysseus cries again when he holds his wife at the end of the epic. As for Pene- 
lope, being the daughter of a Naiad, she is “well connected among the fish and 
seabirds.’>3 Water is her element and birthright whereas excessive weeping is 
her handicap. Penelope confesses in the continuation that she often lies down 
on her bed and cries. Additionally, as discussed above, she is reminiscent of 
the nonhuman female figures who are, in a manner, personifications of the 
sea and pose a danger of being concealed (Calypso, Circe, and even Nausi- 
caa), swallowed (Scylla), engulfed, or obliterated (Charybdis)9* for Odysseus 
and his companions during their nostos. As numerous mythologies do, Cixous 
deems water as the feminine element whereas Moi claims that mimicking the 
phallocentric discourse's equation between woman and fluids only strengthens 
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that discourse. Irigaray, on the contrary, compares woman’s language to fluids, 
in that both are continuous, endless, compressible, and dilatable at the same 
time.55 Likewise, in the continuation, heeding her mother’s one good piece of 
advice, Penelope tries to behave like water instead of opposing the suitors. She 
embraces her fluidity and employs “the feminine resource of evasiveness"56 to 
keep the suitors waiting for her decision. 

The narrative of the maids is similarly fluid, mercurial, and permutable. 
The intertwined chapters narrated by Penelope and the maids in turns, but 
not in any particular order, bring to mind weaving as well. Moreover, these 
intertwined chapters delineate how the phallocentric order allows a woman 
to experience herself “only fragmentarily, in the little-structured margins of a 
dominant ideology, as waste, or excess.'5? The chapters narrated by the maids 
are titled “The Chorus Line" but each chapter also has a subtitle indicating 
its genre. The maids narrate each chapter using a different genre from a rope- 
jumping rhyme to an anthropology lecture to a court trial videotape. In addi- 
tion to the constantly changing genre, “sweeping away syntax"? and disposing 
of capitalization and punctuation celebrate chaos, diversity, and what Cixous 
calls a new, feminine language that ceaselessly capsizes phallocentricism. Moi 
argues that masculine rationality favors reason, order, and unity over irrational- 
ity, chaos, and fragmentation, which it associates with femininity and silences 
and excludes.5? The maids’ telling of their story chapter by chapter, each chap- 
ter written in a different genre and thus exhausting the male discourse as well 
as order, is suggestive of Irigaray’s claim that it is futile to try to trap women 
in an exact definition in any “discursive machinery"6? What is more, the nar- 
rative of the maids is the return of the repressed, which, according to Cixous, 
is “an explosive, utterly destructive, staggering return, with a force never yet 
unleashed.”6! 

As far as Moi is concerned, feminism not only rejects but also transforms 
power.®? In Atwood's continuation, the male judge, representing the phallo- 
centric order, accepts Homer's epic as “the main authority on the subject"63 
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and dismisses the case during the trial of Odysseus not to be guilty of anachro- 
nism. Then, the twelve maids condemn Odysseus to an eternal punishment, 
like the ones given to Sisyphus and Tantalus in Hades. An eternal punishment 
from which neither the patronage of Athena nor his many ways can save him. 
Actually, Odysseus’ punishment as well as his crime is a poetic reflection of his 
name, which means “he who receives and inflicts pain.” The victimizer of the 
epic is transformed into the victim in the continuation. In the continuation 
Odysseus has a much worse fate than those of Achilles and Agamemnon who 
envy him in the epic. Just as Poseidon does in the Odyssey, so the Erinyes and 
the maids haunt Odysseus in The Penelopiad. In the epic, in order to make peace 
with Poseidon, who prolongs and makes Odysseus’ nostos fatally hazardous 
because he has blinded the god’s son Polyphemus the Cyclops, Odysseus has 
to leave home one last time to go to the innermost land and introduce the god 
of the sea to the people who have not even heard of the sea. In the continuation 
he is doomed to be an eternal wanderer. The Erinyes, assuming the appearance 
of the corpses of the maids, alongside the maids in the form of owls, will haunt 
Odysseus “on earth or in Hades, wherever he may take refuge, in songs and in 
plays, in tomes and in theses, in marginal notes and in appendices!"6^ No matter 
how many times Odysseus is reborn, in every single one of his lives, he always 
dies a horrible death, be it a suicide, an accident, a death in battle, or an assassi- 
nation, which reflects Penelope's dreams in which the adventures of Odysseus 
during his nostos end in gruesome demises, with the Cyclops bashing his head 
and eating his brains or the Sirens tearing him apart with their birds' claws. 
Atwood, consequently, does not only reject Homer's authority on the subject in 
her gendered continuation, but also dismantles the patriarchal discourse and 
order, embodied by the epic as well as its hero, of any power whatsoever by 
providing the narratives of Penelope and the maids, the heretofore silenced 
and repressed characters. 
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PART 2 


Beyond Troy and Homer 


Squaring the Epic Cycle: Ovid’s Rewriting of the 
Epic Tradition in the Metamorphoses 


Marie Louise von Glinski 


If one trusts Horace’s advice in the Ars Poetica, writing epic is mostly a matter 
of starting out on the right foot. He warns: Nec sic incipies, ut scriptor cyclicus 
olim: / Fortunam Priami cantabo et nobile bellum (“Do not start thus, like a cyclic 
writer once: ‘I will sing about Priam's fate and the famous war'", Ars P. 136- 
137). The cyclic poet aims at totality and fails. The impulse towards telling the 
whole story, inherent in the epic claim itself, characterizes especially those 
who are seen to complete the Homeric poems, the poets of the epic cycle! 
If one considers Ovid's epic continuations, the problem lies less in how than 
where to begin. The Heroides spring to mind as the model continuation in the 
margins of Trojan epics. They present not only an explicit hypertext but one in 
a lesser genre, epistolography; their style is that of elegiac decline (hexameter 
to pentameter, male to female voice); and their marginality is emphasized by 
the moments chosen as the dramatic setting for the letters. These letters are 
(mostly) one-offs without continuity; their role as dead ends in a hypothetical 
side development of the mainstream thus marks their impotence as potential 
hypotexts in their own right.? Similar sideways entrances into the tradition of 
the Trojan epics can be detected throughout the Ovidian corpus, such as the 
trip to Rome by Dido's sister Anna in the Fasti (Fast. 3.545656). Ovid's entire 
corpus should therefore be considered a complex matrix of continuations. For 
the purposes of this chapter, however, epic continuation will be limited to 
Ovid's epic poem. 

In writing the Metamorphoses, Ovid naturally asserts himself as the epic 
successor of Virgil, yet the poem occupies a slant position to the epic tradi- 
tion itself, more akin to commentary than continuation. Most noticeably, Ovid 
disrupts the epic tradition by dispensing with a central character or plot. This 
results in multiple continuations that themselves will merge into the overall 
layout of the poem (e.g. Argonautica, Thebaid, Perseid). While the Metamor- 
phoses contain epic plot elements (such as the founding or the fall of cities, 


1 Genette (1997) 177-181. The relation of the epic cyle and Homer is subject of considerable 
scholarly debate, see Burgess (2001). For the Roman context in this chapter the negative view 
of the cyclic poets from Aristotle onward has greater relevance. 

2 Genette's terms (1997) 5 and n. 13. 
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journeys and heroic exploits), none dominates the poem as a whole. Instead, 
metamorphosis is a deliberately universal theme; one that Ovid enjoys tracing 
and amplifying in dealing with his predecessors and whose constant permuta- 
tions mark his approach to their works.? 

The Metamorphoses frequently foreground the concept of continuation. The 
poem presents a universal cycle, from the beginning of time down to the poet's 
own (ad mea tempora, Met. 1.4), in a deliberately unstable amalgam of episodes. 
The famous paradox of writing a carmen that is both perpetuum (continuous) 
and deductum (finely wrought) applies especially to Ovid's integration of Virgil 
and Homer in his poem, whittling down their epics and making them contin- 
uous. This chapter discusses Ovid's engagement with the epic cycle in relation 
to Virgil and Homer in the so-called “Little Iliad” (Met. 12.1-13.622) and “Little 
Aeneid” (Met. 13.623—14.582) sections of the poem.* Ovid does more than draw- 
ing on the epic cycle for source material: he also leverages the criticism of the 
epic cycle as epigonal and inferior in formulating his own role in literary his- 
tory. Ovid does in fact claim the universality of Horace's cyclic poet—but he 
does not begin at the beginning. 

At first sight, however, the Metamorphoses reject continuation. The begin- 
ning of the poem assertively declares its independence from tradition: In nova 
fert animus mutatas dicere formas / corpora (“My mind brings me to speak of 
forms changed into new bodies", Met. 11-2). The emphasis lies heavily on inno- 
vation, even in the act of beginning twice over after a proem that labours under 
the mass of intertextual allusions. Ovid thus pointedly violates the Horatian 
dictum of starting in medias res (Ars P.148). In terms of both the narrative and 
his role as epic poet, Ovid positions himself as a prequel to Virgil and Homer. 

Continuation stands in obvious relation to the closure of a previous work. 
Ovid's predecessor Virgil presents a notoriously difficult example in the death 
of Turnus as the end of his poem. As Hardie has demonstrated, death, while a 
seemingly natural stopping point, may not be sufficient for closure, marking 
the Aeneid's last scene as a truncated, premature ending.® In both the Iliad 
and the Odyssey, the death of Hector and the suitors, respectively, is resolved 
through ritual. Virgil also closes with death, but not with ritual. His deliberate 


3 Myers (1994) 100 observes that Ovid repeats stories from the Aeneid when they involve 
metamorphosis. 

4 For extensive treatment of these sections and secondary literature see Papaioannou (2005) 
and (2007). Rosati (2015) discusses more generally Ovid's proximity to the epic cycle in both 
the content and the style of the Metamorphoses. 

5 Hardie (1997) 142-151. 
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openness in closure hints at continuation, yet in employing a multi-layered 
symbolic time-scheme, Virgil both anticipates and precludes continuation. 
Aeneas’ anger at the end looks back on Juno’s anger at the beginning, and looks 
forward at the same time, hinting at an eternal series of such loops throughout 
Roman history. Virgil’s implicit challenge lies in continuing this new Roman 
epic, not, as he himself has done, in continuing the Trojan cycle.® We shall look 
at this challenge later; for now, let us to turn to Virgil's choice of a beginning as 
a model for Ovid. 

Virgil's own continuation begins in the margins of the epic cycle. Contin- 
uation is logically located at the beginning, since it undoes the closure of a 
previous work. Thus Virgil begins with the epic cycle material of Troy in both 
the mural and in Aeneas' narrative, marking this material as imitative through 
the emphasis on representation while Aeneas' subjective reception integrates 
the events in the new poem. The events are not narrated but "performed" 
through the character. Aeneas' involvement ratifies the fictional truth of these 
events through an actual eye-witness account. Virgil thus incorporates epic 
cycle material into the Aeneid, a strategy that announces his own poem as a 
start of a new Roman epic cycle, as both Hardie and Barchiesi have suggested.” 

In using the epic cycle, Virgil had broken the ban of writing epic by delib- 
erately marking his epigonal position to Homer. Virgil's inclusion of the epic 
cycle connects the original Homeric poems to his own but inverts the position 
of the epic cycle material to being the prequel of the new Roman cycle. The 
catharsis of Books 2 and 3 of the Aeneid makes possible the maius opus that 
rivals Homer, a complete paradigm shift. Its effect must have been both liber- 
ating and paralyzing. Virgil had shown that it was possibly to write epic to equal 
Homer but the monumental impact of his achievement meant that it was also 
equally daunting to continue the Aeneid.® 

Instead of picking up where Virgil left off, Ovid positions an overt continu- 
ation only in his last four books, that is, his gesture of continuation is one of 
closure, not beginning.? Nor does he significantly advance historically beyond 
the end of the Aeneid, as the intervening years between Aeneas and Augustus 
are treated summarily. In reintroducing, although not adhering too closely to, 
an annalistic timeline, Ovid untangles the simultaneity of time in Virgil. His 


Hardie (1993) 12; Hardie (1997) 142. The Trojans are by name extinct (Aen. 12.828). 


Barchiesi (1999) 334-335; Hardie (2012) 143-144. 
Tarrant (1997) 60—63. 
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See also Hardie (1993) 13 on Ovid beginning his /ast book with the speech of Pythagoras which 
recalls Ennius’ beginning his first book with the speech of Homer. 


230 VON GLINSKI 


intention is not to continue, but to integrate the Aeneid and, for that matter, the 
Homeric poems in his poem. Thus the key to Ovid’s approach lies in undoing 
closure, both on the level of poetics and in questioning the idea of mortality as 
defining the human condition, as we shall see. 

By using the Trojan cycle, Ovid achieves a continuity of literary history which 
combines Homeric, cyclic, and Virgilian material, compounded with variations 
of the same in related genres. The impact of this intense reference creates a 
diptych of Homer and Virgil. Virgil is referenced as a continuation in the style of 
the epic cycle, a history which allows for only the Iliad as untouchable hypotext, 
while the Aeneid and Odyssey compete in quasi-contemporary doubles. Most 
notably this comes out in the roles of doubling the Virgilian Achaemenides 
and the Ovidian Macareus as twin footnotes to the Odyssey (Met. 14.154—440). 
By contrast, Ovid pointedly avoids further characterization of the Virgilian 
Dido, alluding by omission simultaneously to the Virgilian original and his 
own continuation in Heroides seven (Met. 14.78-81).? Virgil is a model of 
continuation for his own continuator Ovid. 

Ovid's beginning of the end at the threshold of the significant Book 12 
marks the beginning of literature when his poem is more than two-thirds done, 
with Homer (the origin) and Virgil (the last successor) as monumental corner- 
stones." Ovid's closural continuation thus constricts the authors to simultane- 
ity. Troy makes Homer, Virgil and Ovid contemporaries as the poem accelerates 
to the telos of Ovid's survival in literary history. In incorporating his own per- 
sona in this concept of literary generations, Ovid lays claim to being counted 
as equal and logical successor to Virgil. The analogy of fathers outdone by their 
sons, ostensibly directed at Augustus, may be read equally well as the assertive 
declaration of Ovid's status versus the established poets (Met. 15.855-858). 


The Curse of the Epic Cycle 


Ovid's engagement with these authors is marked by an undercurrent of meta- 
poetics and philological commentary. Ovid conceptualizes continuation in a 
variety of ways, changing temporal, spatial and subjective perspectives. Despite 
the increasing teleological design of these last books as closural strategy, Ovid 
frequently disrupts inherent sequences, such as the Roman king list (Met. 
14.623, resumed at 14.772); at other times he deliberately upsets the order of 


10 See Miller (2004). 
11  Thefinalepisode of book eleven is located on the Trojan periphery (Met. 11.749). 
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literary history to maintain a strict mythical sequence, the bucolic Polyphemus 
of Theocritus/Eclogues before the epic version of the Odyssey/Aeneid (Met. 
13.740—884; 14.160-220).'? 

The poets of the epic cycle are considered by Aristotle as inferior to Homer 
(Aristotle Poetics 1459a30-b2). The negative assessment was passed down 
through Callimachus (Epigr. 28 Pfeiffer) and Horace (Ars P. 136-142) as a topos 
of literary criticism.! The main offense seems to be a lack of selectivity, a nega- 
tive mirror of Homer's most praised quality. In a much-debated article, Griffin 
attempted to define the uniqueness of Homer and pointed to the radical choice 
of the Iliad in the recognition of the human condition as mortal. The epic cycle 
instead is characterized by magic, immortality, and a proliferation of intrigues 
to the end that “all the outlines are blurred."^ While the relation of the epic 
cycle to the Homeric poems is now being reassessed, at least the ancient recep- 
tion of the epic cycle seems to put the cycle in relation to Homer, and find it 
inferior.!5 

The central moral question of the Iliad is the condition of mortality, most 
notably in the encounter of Thetis and Achilles. As Griffin noted, the epic cycle 
is considerably more flexible on this question: “Even more, in the accommo- 
dating world of the Cycle, death itself can be evaded."!6 The obvious metapo- 
etic connotations of death in relation to closure make its undoing a power- 
ful trope of continuation. The Aeneid is not merely the story of continuation 
of Homer, or a generational story between poets, but also a continuation of 
heroes. Aeneas escapes the end of the Trojan fighting through magical means 
andhas to reassert his moral and political authority throughout the new poem, 
transforming the continuation into a new hypotext. At the cyclic beginning of 
the Aeneid, he is the lateral survivor in a house that has no survivors; at the 
end, his death, like Achilles, is implied through the death of his opponent. 
Ovid's deliberate inclusion of cyclic material at the end of the poem inverts 
this customary association. He ends in mediis rebus, after a line of apotheoses 
that suggests the possibility of continuing beyond death. 


12 Even though correct chronological order is maintained in reference to Virgil's work (Eclo- 
gues before Aeneid). 

13 Cameron (1995) 387-412. 

14 Griffin (1977) 43. 

15 Burgess (2001) 167 rightly points out that the concept of immortality should not be used 
to establish a relative date for the epic cycle. In what follows, I argue merely for examing 
the concept as a reaction to Homer's Iliad in Virgil and Ovid, that is the perception of the 
cyclic poems as later continuations. 

16 Griffin (1977) 42. 
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This issue will be examined in the context of three pairs of action and 
poetic commemoration that exemplify survival through poetry: Achilles and 
Nestor in Book 12, Aeneas and the Sibyl in Book 14, and Ovid and Augustus in 
Book 15. Ovid’s continuation works in the context of his poem in connecting 
the Trojan epics and their reception in one continuous narrative. This erases 
the boundary lines of previous epics, such as the death of Hector or Turnus. 
There, the death of the opponent was emphasized as the inevitable biological 
end, while poetic immortality was the reward for a life of glorious warrior in 
the Iliad, or the promise of a bright future for one’s descendants in the Aeneid. 
Ovid deconstructs the image of immortality traditionally advanced by the epics 
of duality, since metamorphosis introduces the epic cycle element of magic. 
We shall see how this magic disables Homeric notions of heroic valor, calls 
into question the notion of supra-personal survival in the Aeneid, and finally 
leads to the competitive claim at immortality between the poet and Augustus. 
The end starkly coincides with a reminder of both the poet's and the emperor's 
mortality. 


Living to Tell the Tale 


Ovid's engagement with Homer’s Iliad foregrounds the history of the ‘failed’ 
continuators of the epic cycle. The focus thus lies less on the considerable use 
of the epic source material than on the telling of it. Ovid does not start with 
a prequel that “causes” the Iliad, such as the choice of Paris. His entry in the 
Trojan cycle is oblique, through the seemingly random association of an anony- 
mous speaker, as if to diminish the claim of authorship (proximus, aut idem, si 
fors tulit, “hic quoque" dixit, "The next one, or maybe the same, said: ‘He, too 
...^, Met. 1.751). The aition of Aesacus marks the first death of the Trojans, a 
love story that pointedly replays the Apollo and Daphne episode at the begin- 
ning of Ovid's poem. (Met. 11.749—795; 1.452—567). By recycling the pursuit Ovid 
configures himself as prior, a move that is as epigonal as it is assertive. Contin- 
uations may be sequential or anterior in relation to the hypotext; asserting at 
least temporal priority in terms of narratives contradicts the historical reality 
of “coming after."" The effect here is that the Metamorphoses draw to a close, 
repetition being a closural gesture, before the Trojan war, a famous terminus 
post quem, begins. 


17 Genette (1997) 177. 
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The inversion of beginning and end also applies to the figure of Priam 
mourning for a son who is not dead, an absent presence (Met. 12.1-3).!8 Hec- 
tor's death in the Iliad prefigures the fall of Troy; here, Priam’s premature 
mourning enhances the feeling that the significant events are still anticipated. 
Aesacus is associated with the marginal, he is a child born in secret in the 
shadows of Mount Ida (Met. 11762—763). He is a mountain dweller and thus 
represents an un-urban Trojan (Met. 1.766). In this he is a double of Ovid's 
pre-Trojan, bucolic Paris in Heroides 1. His pursuit of Hesperia, reminiscent of 
Orpheus and Eurydice, associates an erotic topos with Troy at the same time 
that it anticipates the flight of Hector from Achilles.? After causing the death 
of Hesperia, he attempts to kill himself but is transformed by Tethys into a 
bird. 

Instead of following the stark duality of the Iliad, Ovid opens his Trojan cycle 
by subverting the Homeric values. Aesacus did not really care to win (nec erat 
mihi vincere tanti, 779), at least not at the prize of death; there is no winner or 
loser (perdidimus nos te duo, “we lost you both’, 780); his attempted suicide is 
averted in favor of limbo-like metamorphosis, and that by Tethys, grandmother 
to Thetis who is associated in the Iliad with the human condition. This overture 
emphasizes the marginal nature of the story: an amorous episode of a minor 
character, related to the hypotext; use of magic in order to continue life; and a 
plotthat does not affect the Iliadic action or the world at large and ends without 
achieving closure (letique viam sine fine retemptat, “he tries endlessly the path 
to death’, 792). 

The beginning of Book 12 is then deliberately set off to mark discontinuation: 
nescius (not knowing) is the first word of the book that contains the most 
well-known of all stories. A cenotaph prefigures the mountains of dead of 
the Trojan war (Met. 12.2-3); Iphigenia's body is hidden by a cloud (12.32); 
Cycnus will disappear (12.144); and Achilles’ body will be reduced to a tiny 
amount of dust (12.616). In place of the Iliad’s insistence of bodies slaughtered 
in individual anatomical detail, Ovid's series of parentheses signal absence and 
uncertainty. 

This accords with the macro-scale of Ovid's engagement with Homer 
through studiously avoiding any action told in the Iliad; to repeat Homer is 
the mark of the dilettante, but to supplement Homer is ultimately unsatisfying 
since, by definition, the events of any real significance are fixed and covered 
by the Iliad. Ovid follows the epic cycle sequence but deliberately omits the 


18 Hardie (2002) 85-87. 
19  Notethe relative chronology which once again makes Ovid “prior” to Homer. 
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Iliadic center around which these poems orbit.?° Thus the Iliad is described by 
its absence, its horror vacui disabling any possible martial action.?! The frustra- 
tion that results proves the elusivity of the Iliad as a literary model. 

Ovid matches Achilles and Nestor against each other as epic protagonists 
in an epic whose rules have changed.?? After Achilles’ frustrating encounter 
with the invincible Cycnus, Nestor recalls a similar fight in his youth against 
Caeneus. The Iliadic Nestor had mentioned him in a typical paranarrative 
parainesis (Il. 1.262—272; Caeneus 264), on which the Ovidian Nestor now ex- 
pands. Unlike the Iliadic portrayal of Nestor who alludes to a lost grandeur of 
pre-lliadic fighting, the Metamorphoses actually contain the objective narrative 
record of Nestor's rather feeble exploits in Book 8. He survived the Calydonian 
boar by jumping in a tree (Met. 8.365-368). While Nestor in the Iliad uses 
his rhetoric to urge Achilles unsuccessfully to engage in battle, Ovid's Nestor 
entertains the troops at a lull in the action (Met. 12.146—147). Thus Ovid captures 
the paradox of the Iliad’s combination of battle and abstinence. Until Book 20 
of the Iliad, Achilles does not engage in battle, and even then is frustrated by his 
abbreviated encounters with Aeneas and Hector. In showing an unsuccessful 
Achilles, Ovid essentially skips the final books of the Iliad that define Achilles 
through his martial action. 

The Ovidian Achilles is defined instead by his dubious exploits against 
Cycnus. In the Iliad, the deaths of Patroclos as well as Hector function as a 
reminder and anticipation of Achilles' own death, which lies outside the action 
told in the Iliad. In the Metamorphoses, Achilles’ adversary remains possibly 
alive through magic,?? while it is Achilles’ death, not Hector's, that signals the 
end of the martial action (597—606). Ovid's Apollo Smintheus (Met. 12.585), 
evoking the beginning of the Iliad (Il. 1.39), points to the radical abbreviation 
that makes Achilles' death the only significant, successful martial action of the 


20 Cypria, [Iliad], Aethiopis, Ilias parva, Ilioupersis. 

21 At Met. 12.75 Hector is mentioned as being spared until the tenth year (decimum dilatus 
in annum/ Hector erat) in favor of Cycnus. After Achilles’ inconclusive encounter with the 
latter, there is a break of a few days (146) and Nestor tells the story of the Lapiths and the 
Centaurs, after which they go to bed (579). Five lines later the war is said to have dragged 
on for almost ten years (584). 

22 See von Glinski (2012), 103-114. 

23 . Met.12.150 Cycnivictor Achilles (“Achilles, winner over Cycnus") but Met. 12.166167 iuvenis 
corpus ... / invictum a vulnere erat. ("The body of the youth was unvanquished by any 
wound.”) Cf Ennius (513 Skutsch) Qui vincit non est victor nisi victus fatetur. (“He who wins 
is nota winner unless the loser concedes it." 


SQUARING THE EPIC CYCLE 235 


Trojan war.* Apollo Smintheus’ identity as mousekiller may even ironically 
allude to Ovid's inflated, cyclic, preamble to this moment after a conspicious 
time-gap: Quid dignum tanto feret hic promissor hiatu? / parturient montes, 
nascetur ridiculus mus (“What worthy thing will this promiser deliver after such 
a gape? Mountains will strain in labor and a funny little mouse will be born’, Ars 
P.139-140). Yet Achilles influences the discourse even after his death; his ashes, 
name, empty armor, and ghost all dominate the later episodes. Achilles’ survival 
after death is thus proportionally more significant than his actual fighting. Ovid 
disables the significance of death in the Iliad by refusing closure.?5 

Ovid's reception of the epic cycle is deliberately inclusive. The random 
episodic nature and the diverse fates of multiple minor characters in the cycle 
suit his own poem. Ovid thus does not only reference Homer as a text but 
Homer as a tradition. The hydra of possible narratives connected to the Trojan 
wars is allowed to grow rampant while its Iliadic center is marked as a white 
spot. This contrast extends to the Homeric characters as doubles. Nestor's 
doubling narrative tops Achilles’ frustrating exploit;? even Achilles’ projected 
double, his ghost (imago), is more successful in killing than the original. The 
survival of literary characters in continuations undoes the usual boundary 
of human mortality. Nestor's credential as survivor from a grander past is 
literally timeless in the Ovidian adaptation of a Homeric “para-character’,?’ 
while Achilles' ghost draws on the reputation of the hypotext. Thus Nestor 
remains essentially unchanged as a character while Achilles' character is a 
ghost of his former self: fighting against an invincible opponent, being killed by 


24 . Menoetes' death is cynically deemed insignificant 115-121. 

Note also the backlash effect after the delay: saevumque perosus Achillem/exercet 
memores, plus quam civiliter, iras (“Hating the cruel Achilles, he rekindles remembered, 
more than civil, anger", Met. 12.582—583). Hardie (1997) 147 and n. 36 points out that anger, 
by its nature, overshoots the limits. 

25 Note also Met. 12.615-617 iam cinis est... / ... / atvivittotum quae gloria compleat orbem (“He 
is ash, and yet his glory lives to fill the globe"). Barchiesi (1999) 334—335 has suggested that 
orbem may refer to the cycle tradition. The anti-closure at the end of Book 12 shows the 
essential continuity of the cycle across book divisions (the death of Achilles as told in the 
Aethiopis, the judgment of arms as told in the Ilias parva (opens Book13)). Bómer (1986) ad 
Met. 15.877 notes that vivam (“I shall live") is a closural word in several cases. Note that all 
final episodes in Books u to 15 are concerned with undoing the finality of death (Aesacus, 
Achilles, Glaucus, Romulus, Ovid). 

26 Note that Nestor doubles a pre-Iliadic (in the epic cycle sequence), i.e. Cypria narrative, 
with an Iliadic one. 

27 Nestor is a “para-character” inasmuch as he figures as a narrator (as well as protagonist) 
of stories which lie outside the action of the Iliad. 
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Paris, and speaking from the grave only to kill a woman. Ovid's use of Nestor as 
a character of ur-epic thus makes possible a reference to a timeless ur-fabula 
from which Homer and Ovid can both partake, whereas the Homeric Iliad is 
defined as a fixed sujet that resists reworking.?? 


The Road Less Travelled 


Achilles’ ghost first appeared in the first continuation, the Odyssey. A central 
topos for epic continuation is the descent to the underworld. Hardie points to 
the cathartic role of this journey for both the epic hero and, on a metapoetic 
level, the poet confronting his predecessor.?9 In the Odyssey and the Aeneid, 
this central scene marks the middle of the poem and a moment of crisis. The 
descent allows the appearance of characters that are clearly exported from 
the hypotext and are marked as alien ‘ghosts’ in the new texts. At the same 
time their ‘cameos’ signal the distance from the hypotext and allow the poet 
to engage in a metapoetic discourse on the shifted paradigm in the new text. 
In the Odyssey, this involves a radical shift of perspective as Achilles in the 
underworld rejects the moral code of the Iliad and wishes to return to life. This 
subjective perspective mirrors the concerns of the Odyssey as the first epic of 
continuation, an epic of survival as opposed to glorious death. 

The descent to the underworld in the Aeneid stands symbolically for the 
initiation in the dark forces and Iliadic battles of the second half. Aeneas’ 
desire to enter this realm is interpreted as a death-wish by the Sibyl (Aen. 
6.133-135). The emphasis of the narrative is on the downward path to the 
underworld, even though the Sibyl stresses that the upward path is the greater 
struggle (hoc opus, hic labor est, “this is the work, this is the effort’, Aen. 6.129). 
This inconsistency is in keeping with the refusal of the Odyssean code in this 
reversal. Not survival, but glorious death is once more the message intended for 
Aeneas. The underworld functions as a space of tempting temporal irreality, in 
which the present is eclipsed by the past and the future. 

In Ovid's radical summary, their symbolic encounter is reduced to a few 
lines. In particular, the encounter with Anchises is downplayed. The Sibyl 
promises that Aeneas will see his father (Met. 14.113) and only few lines later the 
narrator tells it as fact (116-117). The transferred epithet in both cases, although 


28 Zumwalt (1977) 212 similarly sees Book 12 as on the border between legend and history. 
29 Hardie (2004) 143-144. See also Most (1992) 1014-1026; Hardie (1993) 59-65; Barchiesi 
(2001) 132-133. 


SQUARING THE EPIC CYCLE 237 


common enough in epic diction, a “dear image of his father” (simulacraque 
cara parentis, 112), an “aged shade” (umbram senilem, 16) is a reminder that 
Anchises is not real and suggests a Lucretian caution towards past illusions 
(Lucr. 4.37-41).2° Lucretius also expressed scepticism at the poets’ projection 
of underground horrors (Lucr. 1102-135). Ovid acknowledges (and resists) the 
temptation to outdo Virgil in this topos of poetic virtuosity. The Sibyl describes 
it as regna novissima mundi ("the strangest realms of earth’, 110) and Aeneas is 
said to have learnt about new wars (novis bellis, 119) but the telling omission 
of Virgil's imaginary landscape marks the infernal topography as well-known. 
Ovid deconstructs Virgil's heavy teleology of the underworld scene by his ironic 
use of the word novus?! The underworld scene is manifestly not new but an 
established cliché of continuation, but instead of engaging with Virgil in a 
Virgilian manner, namely through overlay (Odysseus/Aeneas), Ovid points to 
the hypotext's logical weakness, its anachronistic prophecy combined with an 
unreal attachment to the ghosts of tradition. 

Ovid instead takes literally the Sibyl's words in the Aeneid and focuses on the 
way up from the underworld. It is possible to see in this journey nothing more 
than convenient paranarrative, filling in the missing bits. Ovid in fact employs 
several narrative strategies that are typical for continuation. He abbreviates the 
hypotext in function of rebalancing the new text by the addition of the Sibyl's 
story; he radically shifts perspective onto a secondary and female figure; and he 
foregrounds the Sibyl's personal voice as an absent presence in the hypotext.?? 
Ovid questions the Aeneid’s supra-personal fate of Aeneas by introducing the 
subjective experience of the Sibyl who exists only for the sake of being an ora- 
cle. The Sibyl metapoetically points to her "voice" as the only surviving part of 
her in the future (Met. 14.153); in fact, Ovid renders that voice for the first time. 


3o Hill (2000) and Myers (2009) ad Met. 14.117 explain this by enallage, but note the slight 
difference from the Virgilian intertext, quoted by Myers, ire ad conspectum cari genitoris 
(“to go to see my dear father", Aen. 6.108). 

31 Myers (2009) ad Met. 14.12-114 suggests "last" in order of distribution, or “farthest” (s.v 
novissimus OLD 2 and 6). However, the definitions “not previously known or experienced, 
unfamiliar, strange to one’, and “replacing one that formerly existed, new" (OLD s.v. novus 
2 and 8) are more in keeping with the metapoetic reading proposed here. The underworld 
is new to the fictional character of Aeneas at least, if a well-established topos for any reader 
of ancient epic. In addition, Ovid's version replaces the Virgilian one, which in turn had 
replaced Homer's. It is also possible that "belonging to recent times, modern" (OLD s.v. 
novus 14) applies, given the Virgilian context. Ovid's archaeopoetics would then comment 
on the Aeneid's instant patina of antiquity. 

32 Genette (1997), 238 (condensation), 293 (transfocalization), 391 (voice). 
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The Sibyl’s voice also points to a hint in the hypotext, her oral pronounce- 
ment. In the Aeneid, Virgil asks the Sibyl to speak rather than write down her 
answer, alluding to the importance of the Sibylline books ( foliis tantum ne 
carmina manda/ne turbata volent rapidis ludibria ventis; / ipsa canas oro, “Do 
not entrust your chants to leaves; they may be picked up as toys by the swift 
winds and fly about; please sing them yourself", Aen. 6.74—76). Thus he opens 
up the possibility of the Sibyl as a character who can converse with the hero. In 
Ovid, this nexus of oral and written word makes it possible to catch the Sibyl 
off-script, to find a chink in the Virgilian hypotext where their words might not 
have been recorded. 

Yet there is more at stake than an ingenious inflation of scarce material. 
Ovid's Aeneas asks in essence a metaphysical question, just as Homer's Odys- 
seus and Virgil's Aeneas. Achilles and Anchises both comment on the human 
condition of mortality sub specie aeternitatis from the privileged perspective 
of underworld dwellers. Their existence after death is imagined from a mortal 
standpoint, even if it is ventriloquized through a ghost. The moral lesson 
applies to the living, in either seeking glory or rejecting it in favor of a long 
life. Ovid's introduction of the Sibyl's personal story points to the dilemma 
that is central to the Metamorphoses as a whole, but also uniquely suited 
to the character of Aeneas (and, by extension, Augustus). What does it feel 
like to essentially live forever? Aeneas will, after all, be in the same position 
soon. When Venus asks for immortality for Aeneas, her argument is contrary 
to the established topos of stat cuique sua dies, she argues that it is enough 
to have crossed once into the underworld (Met. 14.590—591), an argument that 
clearly contradicts the Sibyl's words in the Aeneid (bis Stygios innare lacus, bis 
nigra videre / Tartara, "twice to cross the Stygian waters, twice to see black 
Tartarus", Aen. 6.134—135). Instead of reflecting the human condition through 
the exemplary hero, here Aeneas' unique privilege of immortality is stressed. 

The Sibyl’s story loops back to Apollo and Daphne in the first book of the 
Metamorphoses (primus amor Phoebi, “Phoebus’ first love’, Met. 1.452). The 
Sibyl's negotiation with Apollo goes from eternal life, to long life and long 
youth (Met. 1411321387139). It is her own metaphorical speech that marks her 
fate, for a pile of sand is proverbially limitless but logically limited.53 Her 


33 The Sibyl has unwittingly pointed to the symbol of death, a (burial) mound. ego pulveris 
hausti / ostendens cumulum. (“pointing to a mound of gathered dust’, Met. 14136). Cf. 
Horace Carm. 4.7.16. 

Given the Sibyl's propensity for riddles, Ovid may allude to the Sorites paradox. 
Catull. 71-6 provides an intriguing intertext: Quaeris, quot mihi basiationes / tuae, 
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fate recalls Lucretius’ prosopopoeia of Nature who criticizes mortals’ irrational 
fear of death (eadem tamen omnia restant / omnia si perges vivendo vincere 
saecla, “all things would remain the same, even if you proceed to subdue all 
the ages by living" Lucr. 3.946-949). Ovid’s Sibyl draws out the experience 
not of living but of dying. She envisions the future as an infinite wasting 
away (Met. 14.147-149). The Sibyl predicts (the opposite of Apollo's promise of 
immortalization of Daphne) a time when her story will be considered ludi- 
crous because of her changed appearance (nec amata videbor, "I will seem 
not to have been loved" 149). Ovid's insertion of the Sibyl's story here pre- 
serves her for future generations, and thus gives her a paradoxical momen- 
tary poetic immortality. The Sibyl implies that there will be future heroes 
who encounter her. She will serve as a reminder of the horror of a long life 
to those destined to need it most. Rather than illustrating the human con- 
dition through the hero, Ovid discusses the heroic condition, displaying the 
poetic imagination of an unknown existence instead of replicating the mor- 
tal projection of the known. In this he comes much closer to the critical 
outlook of Lucretius who dismissed the underworld as a projection of fears 
and insists that the desire for a prolonged existence is foolish (Lucr. 3.978- 
1094).34 

On a metapoetic note, the passage connects to the necessity of invention for 
each generation and the difficulty of accumulating the overwhelming tradition 
of years. The Sibyl's dictum invia virtuti nulla est via ("For virtue, no path 
is impassable”, Met. 14.113) foregrounds the travel metaphor in this section. 
It is significant that the next episode contains the double refraction of the 
Polyphem story in the figures of Macareus and Achaemenides, and the poets 
Theocritus, Virgil and Ovid. Ovid is writing within the constraints of powerful 


Lesbia, sint satis superque. / quam magnus numerus Libyssae harenae / lasarpiciferis iacet 
Cyrenis / oraclum Iouis inter aestuosi / et Batti ueteris sacrum sepulcrum ... 

("You ask how many of your kissings, Lesbia, are enough and more than enough. As 
great as the number of Libyan sand from pitchbearing Cyrene that lies between the oracle 
of Jove and the sacred tomb of old Battus ...") 

A Catullan intertext is also possible for lines 145-146 "superest, numeros ut pulveris 
aequem, / tercentum messes, tercentum musta videre." ("I still must see three hundred 
harvest, three hundred vintages, to equal the numbers of the dust") Cf. Catull. 5.7-8 da mi 
basia mille, deinde centum, dein mille altera, dein secunda centum ... (“give me a thousand 
kisses, then a hundred, then another thousand, then another hundred ...") and note the 
memento mori which likens the kisses to the human life-span. 

34 The allusion might be reinforced by the Callimachean beginning of Book 4 (Lucr. 4.1-2), 
after Lucretius has dealt with the superstitions of the old poets. 
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hypotexts and metapoetically both retraces and reinvents new ways across old 
territory. The Sibyl's words of hoc opus, hic labor est ("this is the work, this 
is the effort’, Aen. 6.129) apply equally to Ovid’s own endeavor to come up 
from the underworld, Hardie’s “ghost books” of tradition, and emerge on a new 
path.35 

The Callimachean intertext appears not only in the idea of labor but also in 
the path itself (Aet. 11.25-28). The upward path is only accessible for the few 
initiated, while the downward path instead is trodden by all. In focusing on this 
untrodden path Ovid asserts originality at the moment of greatest intertextual 
density. Ovid stresses the novelty of making a path through the wilderness 
(dumque iter horrendum per opaca crepuscula carpit, 122). The path is rough 
and uncanny (horrendum), a word associated with awe-inspiring antiquity in 
Virgil?6 (and thus asserting priority in Ovid); it is also dense with obscure, 
learned allusion (per opaca crepuscula, “through the dark shadows").?? 

While the path is new, Aeneas' talking to his companion while walking is 
not. Papaioannou points to his conversation with Achates in Virgil.?8 Another 
promising intertext is provided by Aeneid 8, where Virgil has Aeneas take the 
scenic route through the future Rome, ostensibly to make the path easier for 
Evander (ibat rex obsitus aevo / et comitem Aenean iuxta natumque tenebat / 
ingrediens varioque viam sermone levabat, "the king, weak with age, was walking 
/ and keeping Aeneas and his son next to him / and eased the way with diverse 
talk as he went.” Aen. 8.31). As in the underworld, Evander's discourse res- 
onates with the future glory of Rome. Ovid's echo of this scene (mollit sermone 
laborem, “softens the effort by talk”, Met. 14.121), instead rejects predetermin- 
ism to acknowledge the pure delight in stories, a constant theme in the Meta- 
morphoses but especially poignant when the interlocutor is the Sibyl, whose 
pronouncements are codified, rare, and deliberately brief. This expansion of 
speech almost comically shows the abundance of invention, as if the Sibyl had 
waited seven hundred years finally to speak freely, or at least about something 


35 Ovid had already quoted this line by Virgil in the “shockingly discordant context" of Ars 
am. 1.453 (Tarrant (2002) 24), where the praeceptor stresses the need for gifts in order to 
seduce women. This ^window allusion" to Ovid's prior use of Virgil is a witty comment on 
Apollo's success with the Sibyl. 

36 See Enciclopedia Vergiliana s.v. horrendus. 

37 InVirgil, the focus is on the Sibyl’s own obscurity (Aen. 6.99-100): horrendas canit ambages 
antroque remugit / obscuris vera involvens. ("She sings uncanny riddles and moans from her 
cave, wrapping truths in obscurity.’) 

38 Papaioannou (2005) 47. 
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other than affairs of state.29 Thus Ovid combines new invention with a delib- 
erate tethering to intertextual tradition. It is the indebtedness to the hypotext 
that contributes to the sensation of novelty, using the technique of Virgilian 
overlay. Virgil’s katabasis re-imagines Homeric territory with the new charac- 
ters Aeneas and the Sibyl. Ovid's twist lies in using these same characters on 
a path that is both *untrodden" in the Callimachean sense, and also recalls 
Aeneas' ascent of proto-Rome. 

Ovid's lateral expansion at this point of the Aeneid owes much to his tech- 
nique in the Heroides as he hypothesizes a highly subjective supplement at a 
crucial juncture. It also shows that the continuation of the Aeneid resides in 
lateral expansion rather than linear continuation. Ovid minimizes the linear 
continuation of the Aeneid (Met. 14.581-608). After a summary of the Aeneid, 
he truncates the final scene and its significance and passes straight to another 
death, that of Aeneas (Met. 14.584). What he performs is not so much a contin- 
uation but a few extra lines (thirty-five) to supplement the Aeneid. In doing so, 
Ovid undoes the ambivalent closure of Virgil's final scene by replacing it with 
theambivalent finality of Aeneas' apotheosis. Ovid, as it were, *corrects" Virgil's 
open closure as “premature.” He stops short of meaningful continuation, since 
the king list is interrupted at 622 by the Pomona-Vertumnus story.^? 

Ovid's ironic reception of Virgil concerns not least the Aeneia’s role for 
Augustus. The prophecy of Jupiter at the end of the Metamorphoses collapses 
the temporal order in a deliberately pseudo-Virgilian manner. Not only does 
Jupiter veto Venus' intervention by invoking the fates, a scene reminiscent of 
the Aeneid's beginning; his enumeration of the civil war battles reads as a 
preamble to the pax Augusta (Met. 15.822—831). At Caesar's death, Jupiter refers 
Venus to a monumental book that is indestructible (incisa adamante perenni / 

fata tui generis, “engraved in ageless adamant, the fates of your descendants’, 
Met. 15.813-814), as if to preclude the very possibility of invention, paranar- 
ratives or continuation.*! Ovid thus stops at a historically Virgilian moment, 


39 Cf. the tagline for Lubitsch’s Ninotchka (1939): “Garbo laughs!” 

In addition, Ovid might have had in mind Horace’s ascent at the end of Carm. 3.30, 
scandit cum tacita (sic!) virgine pontifex (“the priest ascends the Capitoline hill with the 
silent virgin’). 

40 . ForOvid's Thebaid (Met. 3.1-4.603) as reception of the Aeneid see Hardie (1990) and Janan 
(2009). 

41  Gladhill (2012) 8-9 points out the allusion to c. 2.501-504 in the historically situated 
prophecy of a coming Golden Age. 

In quoting Virgil, Ovid comments simultaneously on his own technique, moving an 
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the end of the civil war. Reference to Augustus’ reign is framed by prayers for 
longevity (838—840; 868-870) as if it had just begun.” 


To be Continued ... 


At the culmination of the Metamorphoses, all masks drop as the only two 
remaining protagonists face each other, Ovid and the emperor. Metamorpho- 
sis is at last incarnated in the only two human beings that can possibly be said 
to live after death in the non-mythical world: poets and emperors. It is a com- 
monplace of poets that patrons need poets to immmortalize them, a deliberate 
attempt to redress the power balance between poet and patron but nonethe- 
less containing some truth. For Ovid, the model of such exchange is clear in the 
shaping of the principate by Virgil and Horace in particular, and their recipro- 
cal introduction of a newly created but immediately classicized library of Latin 
authors.^? Both Tarrant and Robinson suggest that Ovid feels acutely the pass- 
ing of this generation, both distant and near. Vergilium vidi tantum ("Virgil, I 
only saw" Tr. 4.10.51), as Robinson puts it, stresses this ephemeral contact: "Vir- 
gil is for Ovid a text —he has only read him."^ While this is undoubtedly true, 
vidi still retains some of its eye-witness quality, and may point to the passing 
the torch from Homer to Ennius (Ann. fr. 1.3 Skutsch) which signals a similar 
monumental shift (and potential endorsement) to the new generation. 
Augustus' library functioned as a microcosm of literary survival. Ovid had 
witnessed the transformation of poets such as Virgil and Horace through induc- 
tion in the library, Virgil-the-poet into Virgil-the-book. Ovid's own experience 
is markedly different: in exile, a living death, he sees both himself and his book 
banned, in a kind of negative preview of literary reception. What is more, the 
ban on the Amores breaks the unity of the “poetic body" of the poet's com- 


immoveable text. Cf. n. 28 above. See Hinds (1998) 119122 for the principle of *unrepeata- 
bility" See also Smith (1998) 124-130. 

Considering the physical impermanence of the Twelve Tables and the destruction 
of the Sibylline books, one might wonder about the un-Romanness of such a textual 
monument. 

42 The last dateable event in the narrative is Caesar's death (Met. 15.845). The poem thus 
stops short a year before Ovid's birth as if to further complicate his ambivalent presence 
in the poem (ad mea tempora, Met. 1.4). Barchiesi (2001) 75 remarks on this timing, with 
different emphasis. 

43 Tarrant (2002) 14-15. 

44 Robinson (2006) 208. 


SQUARING THE EPIC CYCLE 243 


plete works. Virgil survives in not just the Aeneid but in the trifecta of Eclogues, 
Georgics and Aeneid. Thus Ovid has an acute sense of literary survival that goes 
beyond the cliché of poetic immortality. He is aware of his predecessors’ fate, 
and his own lived “afterlife” in exile. His literary reputation lies in the margins 
of the acknowledged and established greats in the manner of the poets of the 
epic cycle. 

Still, Ovid's last ace up his sleeve might be the revenge of the living. As Hardie 
has pointed out, the obsession with closure is by nature totalitarian.^9 Even the 
imposition of a random stopping point, by its intrinsic finality, retains signi- 
fication. And yet, for the same reason the ostentatiously static paradoxically 
retains openness. Hardie remarks on the impossible task of stopping history, 
for Augustus or anybody else.*6 In borrowing closural gestures from the icons 
Virgil and Horace, Ovid aims to give his work an all-Augustan conclusion, sug- 
gesting his obvious place in this lineage. By association, Ovid's poem seems to 
gain finally a stable point. Barchiesi has shown the (perhaps excessively) strong 
closure of the Metamorphoses.^" In seemingly jettisoning the chaotic principle 
of the rest of the poem, here time untangles in a straight annalistic fashion and 
strives towards the end, rushing through history to point to Augustus as a dou- 
ble of Jupiter. The ring composition through the simile introduced in Book 1 
(magni... Palatia caeli, “the Palatine of the great sky", Met. 1.176) contributes to 
this finale. Ovid's epic closure, triumphantly Augustan as it is, may even be com- 
pared favorably to the difficult closure of the Aeneid. Ovid's closure is written 
in the frame of Virgilian and Horatian panegyric. His anticipation of Augus- 
tus’ apotheosis (tarda sit illa dies, “may that day be far away", 868-870) echoes 
such predictions in Virgil's Georgics (1.24-42) or Horace Carm. 1.2.45 (the dis- 
concerting effect being their historical relativity).^9 Similarly, allusion to the 
Aeneid or to Horace's Odes points to the founding pillars of Augustan poetry. 
The dense intertextual allusion thus reinforces the poem's closure, uniting the 
poets' voices, as it were. 

Ovid's echo of these immortals, however, plays with their tropes of finality. 
The stability introduced by using his predecessors' works, both in the pseudo- 
Virgilian prophecy and the allusion to Horace's exegi monumentum (“I have 
perfected a monument", Carm. 3.30.1), points to Augustan ossification: the 
illusion of static timelessness that has aged with the princeps. Augustus has 


45 Hardie (1993) ch. 1; Fowler (1997) 7-10; Barchiesi (1997) 207-208. 

46 Hardie (1993) 2. 

47  Barchiesi (1997) 195 cautions: "An excess of concluding gestures can generate the structure 
of an open ending.’ See also Wheeler (2000) 107-154. 

48  Barchiesi (2001) 78. 
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transformed the once-alive poets and their fresh poetry into not just classical 
monuments but so-to-speak fossils. The official iconography gives an intrigu- 
ing parallel; there is no record of Augustan portraiture that show him as an old 
man.^? Augustus’ likeness is seemingly immune to aging even as this attach- 
ment must become increasingly absurd for the old Augustus. 

Instead of undoing the powerful closure associated with his predecessors’ 
defining works, Ovid's intertextual intensification stresses permanence and 
removes contingency. The stability of Virgil’s fatum and Horace’s monumen- 
tum both were underwritten by the religious authority of Jupiter. Ovid re-uses 
the tropes but makes them absolute (Jupiter is powerless against the indestruc- 
tible quality of the tablets of fate as he is against Ovid's opus, Met. 15.811-812; 
871-872).9? Even the concessive siquid habent veri vatum praesagia, (“If the 
prophecies of poets have any truth to them", 879) may be read that way. While 
Ovid no doubt refers to himself with vatum in a self-fulfilling prophecy (867), 
he also points to the tradition, if the phrase is read to include the proven vates 
Horace and Virgil. If Horace and Virgil have survived their deaths through 
poetic immortality, so can Ovid by association.*! As a correlative, Augustus’ 
own immortality (as prophesied by Ovid's Jupiter), relies on that same vatic 
power. 

In commenting on the end of the Metamorphoses, Hershkowitz remarks 
on the schizophrenia of Ovid's imagined afterlife. Leaving his body behind, 
Ovid's ego travels above the stars, while Ovid-as-book will be read by the people 
(if perhaps not by the emperor).?? The reference to his readers throughout 
the empire amplifies his fame. The multiplication of readings scatters his 
episodic poem in a deliberate confusion of oral and written word, poem as 
fabula (episodic story) and as poem-text (in its static written form). Ovid's 
samizdat end thus escapes the finality of banning or destruction of any actual 
poem.53 The phrase also may allude to Dido's death and points to another 
potential paranarrative by a minor character, Anna as the recipient of Dido's 
last words (ore legam, "let me read it from her lips", Aen. 4.685), a narratological 
move that Ovid had employed most noticeably in the survivors Achaemenides 


49 Price (1984) 172 as quoted by Barchiesi (1997) 195. 

50 Fowler (1997) 10: “Jupiter’s book is also the Aeneid, retrospectively figured as the epic of 
closure in contrast to Ovid's epic of change and continuity: and as God the Father he is 
both male reader and male author, himself laying down the law once and for all, the Way 
Things Are.” (italics and capitalization in the original) 

51 Rosati (1979) 119-121. 

52  Hershkowitz (1998) 188-190. 

53 Cf. Ovid claims to have produced several copies at Tr. 1.7.23-26. 
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and Macareus. Achaemenides in Virgil is the one that got away, rivaling the 
account of Odysseus despite his inferior status. Contrary to the totalizing and 
monopolizing tendency of epic, the insistence that there will be only one, 
these loose ends and narrator-bystanders cannot be controlled. The Augustan 
canonization, powerful as it is, still may be compromised by other readers. 

In staying true to the dynamic closure of the Metamorphoses, the author's 
claim of total control over continuation should perhaps be qualified. In the 
passages discussed, continuation was assured through the random oral trans- 
mission of alternative stories. Nestor’s or the Sibyl's memories occur as ostensi- 
bly “oral” interludes of a written, fixed hypotext.5* Ovid’s own prediction “in ore 
populi legar" (“I will be gleaned/read by the mouth of the people", Met. 15.877) 
envisions the poet's final words as being seized at the moment of pronounce- 
ment. Continuation pretends to seize ephemeral utterances and aims in turn 
to become a canonized hypotext. Yet continuation remains an unpredictable 
dialogue between the poet and his reader(s) in ranking the relative value of 
texts. 

While the focus of this chapter has been on Ovid's continuation of his pre- 
decessors, an obvious correlative might trace it from the Metamorphoses and 
note that Ovid's inclusion of the epic cycle material assures at least its marginal 
survival. Contrary to the view of the cyclic poems as parasitic, these derivative 
traditions seem to shore up the monuments of Homer and Virgil. The powerful 
hypotext seems to invite proliferation by a successor who spots opportunities 
for completion or invention. Ovid's vision that he will be read might invoke 
not just the transmission of the Metamorphoses as text but also their role as 
dynamic point of departure for other poets' own cyclic storytelling continua- 
tions. Ovid's imperial aspiration (quaque patet domitis Romana potentia terris, 
“wherever Roman might extends over lands subdued’, Met. 15.877), matches not 
only the political sway of the Roman empire but might be seen to mirror the 
spread of the Homeric poems throughout the Hellenized world, a continuous 
poetic empire.55 


54 Note that the Sibyl denies having a voice of iron ( ferrea vox) in Virgil Aen. 6.626. 
On orality and closure see Fowler (1997) 12-13. 
55 Thanks to Denis Feeney for reading and commenting on this chapter, and to Marco 
Fantuzzi for allowing me to read the draft of Rosati's contribution. 
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Continuing the Aeneid in the First Century: Ovid’s 
“Little Aeneid", Lucan’s Bellum Civile, and Silius 
Italicus’ Punica 


Neil W. Bernstein 


The fiction of embodying earlier literary tradition inaugurates the genre of 
Roman hexameter epic. The prooemium of Ennius’ Annales invokes the Muses 
“who beat great Olympus with your feet (pedibus)" indicating thereby that the 
work will be in the dactylic hexameter of of Homer's epics rather than in the 
Saturnian metre used by his Latin predecessors.! In the same opening passage 
of the first Roman hexameter epic, the ghost of “Homer the poet seemed to 
be present" (uisus Homerus adesse poeta) to the narrator, in order to announce 
that his soul has passed into Ennius’ body? Physically embodying the tradition 
enables the poet to continue it in a new region, new language, and new era. 
Ennius' dialogue with Homer's ghost offered an attractive image to later Roman 
epic poets. We owe much of our knowledge of the opening scene of the Annales 
to Lucretius (DRN 1.120-126), who tells the story of Homer's epiphany in order 
to debunk the notion of an Underworld populated by ghosts. Virgil evokes the 
language of Ennius' encounter when Hector's ghost appears to Aeneas to tell 
him not to fight and die in Troy but to resettle the Trojan gods in a new land.? 
Silius Italicus' historical epic Punica adapts the scene for poetological purposes 
apparently closer to those of Ennius. Upon encountering the ghost of Homer 
in the Underworld, the hero Scipio remarks: “If the Fates would now permit 
this poet to sing of Roman deeds throughout the world, how much greater 
those same deeds would appear to our future descendants through this man's 
witness!"^ Silius accordingly creates an space for himself to be a new Homer, 
this time as the poet of Scipio's deeds. 


1 Musae, quae pedibus magnum pulsatis Olympum, Enn. Ann. 1 Skutsch. It is unclear whether 
this is the first line of the epic; see Skutsch 1985 ad loc. See Fisher 2012 on the contrast with 
prior Latin literary tradition. 

2 Enn.Amn.3Skutsch; see Skutsch 1985: 147. 

3 “Look! In sleep, most unfortunate Hector seemed to appear before my eyes.” in somnis, ecce, 
ante oculos maestissimus Hector / uisus adesse mihi, Verg. Aen. 2.270-271. 

4 sinuncfata darent, ut Romula facta per orbem / hic caneret uates, quanto maiora futuros / facta 
eadem intrarent hoc, inquit, teste nepotes! Sil. Pun. 13.793795. 
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A later poem's engagement with an earlier poem generates new perspec- 
tives on the relationship both between the two works, and between the two 
works and the surrounding tradition. Such engagement inevitably creates an 
"immanent literary history"? whether or not it is framed with the self-conscious 
sophistication of the four examples briefly surveyed above. Ennius' narrative 
of metempsychosis, the transmigration of Homer's soul into his Roman body, 
is only one means of representing the engagement between a new epic and 
those in the prior tradition stretching back to the Iliad and Odyssey. Renewing 
Homer's story is akin to resuscitating the bodies of Homer and his characters. 
The figure of the ghost personifies the process of literary continuation. 

The continuation of Homer in Virgil's Aeneid serves as the exemplary liter- 
ary model for all subsequent Roman epics. In answering the question, “so what 
happens after the Iliad and Odyssey?" Virgil's poem provides both the dominant 
narrative of Roman mythical prehistory and a repertoire of narrative strate- 
gies of continuation. Homer's characters remain recognizable but change in 
their significance both to the epic and to the world-historical processes that it 
narrates. Minor Homeric characters such as Aeneas become major, and major 
characters such as Diomedes refuse to continue playing their former roles as 
opponents of the Trojans. Meanwhile, Homeric narratives become the frame 
for the evaluation of characters' new exploits, a device laid bare in the Vir- 
gilian Sibyl's remark that "another Achilles has already been born in Latium" 
(alius Latio iam partus Achilles, Verg. Aen. 6.89). Virgil's self-conscious play with 
Homeric roles and story-patterns, especially the oppositio in imitando of setting 
Aeneas against Turnus, becomes formative for the subsequent tradition. Both 
characters reprise selected aspects of Homer's Achilles and Hector, as invader 
and defender, madman and family man, victor and loser. Continuation takes 
the form of repetition with a difference.® 

Intertextual engagement with Virgil's Aeneid is one of the dominant compo- 
sitional characteristics of Roman epic of the first century CE. Modes of engage- 
ment range from smaller-scale linguistic allusion to larger-scale thematic adap- 
tation.” Poets adapt the Aeneid by composing new narrative episodes involving 
Virgilian characters and situations, in much the same way that Virgil had com- 
posed a new epic from Homeric material. This chapter examines how three 
first-century epic poems, Ovid's Metamorphoses, Lucan's Bellum Civile, and Sil- 
ius Italicus' Punica, present themselves as continuations of Virgil's Aeneid. Con- 


5 SeeHinds 2001. 
6 See Quint 1993. 
7 See Hardie 1993, Hinds 1998. 
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tinuation need not always consist of the creation of narrative events that occur 
subsequent in narrative time to the events of the prior work. Through use of a 
trope that Alessandro Barchiesi attractively termed the “future reflexive’,® the 
earlier work may now be made to appear to have inevitably predicted its suc- 
cessor. Continuation accordingly may reify what the preceding tradition had 
left only as a narrative potential. 

Ovid's condensation of the war in Italy in the Aeneid will serve as a conve- 
nient example of such reification: 


spes erat, in nymphas animata classe marinas 
posse metu monstri Rutulum desistere bello: 
perstat, habetque deos pars utraque, quodque deorum est 
instar, habent animos; nec iam dotalia regna, 
nec sceptrum soceri, nec te, Lavinia virgo, 
sed vicisse petunt deponendique pudore 
bella gerunt, tandemque Venus victricia nati 
arma videt, Turnusque cadit ... 
OVID, Metamorphoses 14.569-573 


With the fleet animated as sea nymphs, the hope was that the Rutulian 
might desist from war in fear of the sight: he persists, and each side has 
its gods, and what is like the gods, they have courage; nor any more do 
they seek the kingdom as a dowry, nor the father-in-law's sceptre, nor you, 
virgin Lavinia, but to conquer, and they wage war from shame of laying 
arms aside, and at last Venus sees her son's arms victorious, and Turnus 
falls ... 


The breathless polysyndeton suggests the image of a reader impatiently un- 
rolling the scrolls as fast as he can in order to get to the end of Virgil's poem. 
The passage skips around the final four books of the Aeneid: Turnus hurls fire 
on Aeneas' ships in Book 9 and is killed in the final lines of Book 12. The brief 
passage frames the killing's motive, audience, and manner in conspicuously 
different terms than Virgil. Fighting “from shame of laying [arms] aside" (depo- 
nendi pudore) might apply to the Turnus who cannot accept Latinus' invitation 
to stand down (Aen. 12.72-80), but certainly not to Aeneas. The gods Jupiter, 
Juno, and Juturna are the witnesses of the combat mentioned in Virgil's text, 
not Venus. To omit Turnus' supplication and Aeneas' change of mind (Aen. 


8 See Barchiesi 1993. 
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12.930—952) results in a very different perspective on the justifiability of Aeneas’ 
final action. The concluding passage of the Aeneid has posed serious inter- 
pretive problems for readers virtually from the moment of its composition. 
One characteristic solution to the problem has in fact been continuation, most 
famously seen in the Renaissance poet Maffeo Vegio's Supplementum.? Ovid 
blithely summarizes the killing of Turnus in a line and a half, as part of a much 
longer narrative conventionally called the “Little Aeneid” (Met. 13.623-14.582), 
a series of semi-connected episodes that follow Aeneas from Troy to Italy. The 
“Little Aeneid” may use Virgil's text as its narrative foundation, but Ovid demon- 
strates artistic independence at each point through self-conscious changes in 
narrative emphasis, logic, and ethics. Narrative continuation might seem on its 
surface to be the sincerest form of flattery, but in Ovid’s hands it becomes a 
vehicle of parody, distortion, and criticism of Virgilian ideals.!° 

Though its vision of human suffering may be pessimistic, Virgil's Aeneid also 
includes a number of optimistic prophecies regarding the Golden Age." The 
opening speech of Jupiter (Aen. 1.286—296) predicts the beneficent reign of a 
“Trojan Caesar born from glorious ancestry” (nascetur pulchra Troianus origine 
Caesar, Aen. 1.286), whose coming will shut the gates of war and imprison the 
personification of madness that provokes civil conflict inside. Lucan’s incom- 
plete Bellum Civile, written in the middle of the first century CE, reverses this 
optimistic picture.!? Here evocations of Caesar's Trojan associations and the 
divine ancestry of his house become the pretexts for domination of a formerly 
free people. I focus on the visit of Julius Caesar to the site of Troy after his vic- 
tory over the senatorial forces at Pharsalus, where Lucan takes on Virgil's myth 
of Trojan origins most directly. At the end of the first century CE, the consular 
Silius Italicus composed the Punica, an epic in seventeen books on the second 
Punic War between Rome and Carthage (218—202 BCE). Along with Lucan’s Bel- 
lum Civile, it is one of the few extant examples of historical epic from the early 
imperial period. Where Lucan had eschewed both gods and ghosts as motiva- 
tors of historical events, Silius presents the story of the war between Rome and 
Carthage as the continuation of the anger of Virgil's Juno and Dido. In keeping 
with a recent revival of interest in the Punica, this chapter argues that Silius' 
adaptation of Virgilian narrative is independent, critical, successful, and funda- 
mentally pessimistic. Just as the other poets of the first century CE reproduce 


9 See Tarrant 2012: 16-36. 

10 Papaioannou 2005 comprehensively reviews the narrative strategies that contribute to the 
Ovidian “reinvention” of the Aeneid. 

11 See O'Hara 1990. 

12 See Narducci 2002. 
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elements of the Aeneid’s narrative in order to question its ideals, Silius adapts 
his predecessor's text in order to criticize Virgil's justification of the Roman 
past and future. Framing the Punica as a continuation of the Aeneid enables 
the re-mythologization of Roman historical epic. Silius thereby marks a shift in 
aesthetics from the other epic poets of the Flavian era, who wrote on mytho- 
logical topics.!? 


Ovid's "Little Aeneid" and the Problem of Origins 


One means of continuing an epic is to create the illusion ofa partition (however 
permeable) between the narratives of a prior work and those in the new 
work of continuation. Thus, for example, Virgils Aeneid features repeated 
emphatic statements by multiple Homeric characters that the Trojan War is 
over. Hector's ghost appears to Aeneas during the sack of Troy to insist that 
fighting on is useless, while Hector's widow Andromache explains how she 
came to be remarried to a Trojan rather than living out the remainder of 
her life as a Greek hero's concubine (Aen. 3.321-343). Virgil's Trojans rescue 
Odysseus' shipmate Achaemenides from the Cyclops' island, in forgiveness of 
his former role as one of the sackers of their city (Aen. 3.655-691). Diomedes 
refuses the Latins' request to aid them in battle because he sees no need to fight 
Aeneas once more (Aen. 11.252-293). The poet's choices of speaker lends the 
appearance of authority to this attempt to create closure. Claims that there is 
no longer a purpose to fighting at Troy (Hector), or a need to fight Aeneas again 
(Diomedes), are more persuasive if they come respectively from Troy's greatest 
defender and Aeneas' former foe. Homeric characters persuade one another 
that their stories have ended in the Aeneid and thus the new story of Trojan 
settlement in Italy can begin.!* Juno's acquiescence to Jupiter (Aen. 12.808- 
828) presents the most authoritative version of these narratives of an end to 
opposition to the former Trojans, now to be called Romans. The Aeneid thereby 
signals its creation of new space for the relation of its narrative. The Trojan War 
must end not just so Juno can be appeased but so the poet will have a new story 
to tell. 


13 See Marks 2010. 

14 The opposition between Greek and Trojan is transposed instead to the war in Italy, and 
blurred as both sides try to affiliate themselves with Greece. Thus Turnus displays Inachid 
ancestors on his shield (Aen. 7.789—791), and Aeneas supplicates Evander with an appeal 
to their common descent from Atlas (Aen. 8.127151). See Syed 2005, Hannah 2004, and 
Toll 1997. 
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Ovid's “Little Aeneid" employs Virgilian figures for quite different purposes 
in a non-linear narrative that makes a mockery of the concept of “epic continu- 
ation.” The narrative of the final books of the Metamorphoses gradually guides 
the reader from Troy to Rome and from the mythological past toward the his- 
torical present. Yet digressive tales constantly disrupt any perception of such 
progress on the level of the individual episode by creating unexpected direc- 
tions for the narrative. Garth Tissol observes that the personified figure of Fama 
(Met. 12.39—63), “both a symbol and an embodiment of flux within the narra- 
tive’, inaugurates the Trojan and Roman books of the epic. Rather than steady 
movement toward the fulfilment of a pre-announced epic telos, the narra- 
tive's guiding aesthetics are “indirection and unpredictability.”!® Stephen Hinds 
accordingly speaks of Ovid's project as one of literary “annexation’, Sophia 
Papaioannou of the “reinvention” of the Aeneid.” Both of these terms appeal 
to different means of engagement with Virgil rather than the notion of linear- 
ity implied in "continuation." Such identifications of contrast between the 
epic's narrative goals should not be taken to imply that Virgilian reinvention 
of Homer is somehow simpler, more credulous, or less intelligent than Ovid- 
ian playfulness. In light of the cynical pre-Virgilian tradition of Aeneas' flight 
from Troy, Aeneas' appeal to Hector's ghost can always be read as a coward's 
self-exculpation, and Virgil's Achaemenides "merits" his rescue in part because 
he offers the Trojans practical help.! Philip Hardie's analysis of the Speech of 
Pythagoras offers an alternate model of Ovidian "continuation" of the Aeneid.?0 
The speech puts the consequences of Aeneas' foundation in a thoroughly dif- 
ferent philosophical frame than the ones found in the Aeneid. Like Ennius' 
Dream of Homer, the Speech of Pythagoras fulfils the same role of preface to 
Roman history. Pythagoras serves as figure of both emperor and poet, destined 
to escape mortality, in contrast to the narrator of the Aeneid who has no identi- 
fying characteristics or personal narrative. As the telos of the present chapter is 


15 See Tissol 2002: 309. 

16  SeeTissol 2002: 306-307. 

17 . Hinds1998:104, Papaioannou 2005. For Ovid's discussion of himself as a literary successor, 
see Ingleheart 2010. 

18 See Myers 2009: 1-18. 


^u 


19 Aeneas’ self-justification: Casali 1995. Achaemenides' “merited” rescue: Verg. Aen. 3.666— 
667 nos procul inde fugam trepidi celerare recepto / supplice sic merito tacitique incidere 
funem. See Horsfall 2006 ad loc. For Ovid as an early critic of Virgilian justifications for 
the violence of Aeneas' foundation, see Hardie 1990. 


20 See Hardie 2009: 136-152, Hardie 1997. 
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a study of continuation in the two historical epics that follow on Ovid, I focus 
instead on one of the Metamorphoses’ “historical” strategies of reinvention. 

The “Little Aeneid" reimagines Virgil's brief references to metamorphosis 
as pretexts for “historical” supplementation. In telling Italian tales of meta- 
morphosis, Ovid uncovers some of the problems in Virgil's elliptical and self- 
contradictory account of primitive Latium. Readers have long recognized a 
problem in Virgil's description of Latium before the coming of Aeneas: it is 
at once a peaceful paradise irrevocably corrupted by the Trojans’ arrival, and 
a place where violent conflict was and always had been the norm.?! Metamor- 
phosis is at work even in this more rationalized world: as Ovid noted in his sum- 
mary of the Aeneid (quoted above), the Magna Mater transforms Aeneas' ships 
into sea nymphs (Verg. Aen. 10.215-259). Virgil’s description of Latinus’ throne 
room includes a three-line account of Circe's metamorphosis of Picus, an early 
king of Latium (Aen. 7.189-191). Ovid's Macareus, one of Odysseus’ shipmates, 
relates a far lengthier tale of Circe's failed courtship of the king and metamor- 
phic revenge (Met. 14.320—434). This episode can be analogized to other love 
triangles set in primitive Italy, such as Circe's equally unsuccessful pursuit of 
Glaucus, who went to her for help in courting Scylla (Met. 14.1—74), or the par- 
ody of Virgilian pastoral in Polyphemus' hilariously unsuccessful courtship of 
Galatea, lover of Acis (Met. 13.750-897).?? The reader is accordingly offered a 
prehistory of Latium where failed romance leading to violent conflict is the 
norm rather than the exception provoked by the arrival of migrants, and where 
magical figures such as Circe intervene in the royal succession long before Juno 
sends the Fury Allecto to stir up war on the peninsula. 

After the "Little Aeneid" has concluded, Ovid's epic narrates the apotheoses 
of various proto-Roman and Roman rulers. The Metamorphoses relates the 
elevation to divinity of Aeneas (14.581-608), Romulus (14.805-828), Romulus' 
wife Hersilia (14.829—851), and concludes with the “historical” transformation 
of Julius Caesar into the sidus Iulium, the comet that appeared in the skies 
shortly after Caesar's assassination in 44BCE (15.843-870). The repetition of 
the apotheosis scenes provides a structural element in a localized part of 
an otherwise unruly narrative. Through a characteristically Ovidian inversion 
of the convention that speaking is prior to writing, the scene of Romulus' 
apotheosis makes it appear as if the gods have “heard” Jupiter speak what Ovid’s 
readers know is the “written” Roman epic tradition of Ennius’ Annales.?3 The 
narratives ofthe divinization of Rome's early rulers also make one of the poem's 


21 See Horsfall 2000, Moorton 1989. 
22 See Papaioannou 2005: 113-142. 
23 Ovid's Mars turns out to be a careful reader of Ennius: “For I remember and I have noted 
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more direct interventions in its contemporary world, by forming an association 
in the reader's mind with the central element in Augustan propaganda, the 
ruler’s claim to authority based on his descent from Divus Julius.?^ The afterlife 
of Aeneas as Indigetes accordingly fits into a narrative of serial apotheosis that 
properly begins with Hercules' death in Metamorphoses 9 and concludes with 
the prediction of immortality that the narrator triumphantly makes for himself 
in the epic's coda (15.871-879). 

Ovid's reframing of the events of the Aeneid make the Virgilian Jupiter's 
prophecy appear to be lacunose and in need of Ovidian supplementation to 
be comprehensible. The propagation of scenes of apotheosis also appears to 
reduce its validity as a warrant of power. If a figure as irrelevant to Roman 
destiny as the narrator of the Metamorphoses can enjoy its benefit, then should 
it serve as the justification of Augustan rule? Ovid's use of narrative reframing, 
continuation, and supplementation to question the claims of Virgil's work 
becomes a model followed in the Roman historical epics written later in the 
first century CE, Lucan's Bellum Civile and Silius Italicus' Punica. 


Lucan's Bellum Civile: Julius Caesar in the Ruins of Troy 


Lucan's ten-book Bellum Civile, an epic account of the first eighteen months 
of the war between Julius Caesar and Pompey (49-48 BCE), eschews one of 
the central narrative elements of mythological epic. Instead of relating how 
the gods motivate the narrative, as in the epics of Homer and Virgil, the nar- 
rator laments the gods' lack of intervention in human affairs. The Olympian 
gods are negative presences, and continuation of Virgil's Aeneid in this nar- 
rative accordingly occurs through a radical shift in teleology. The prophecies 
of Virgil's Jupiter (Aen. 1.257296) and Anchises (Aen. 6.756—853) construct an 
optimistic picture of eternal rule by Augustus and his successors, albeit with 
internal inconsistencies that readers as early as Ovid noticed.?5 For Lucan's nar- 
rator, the Virgilian Golden Age was a hoax. Pompey's defeat at Pharsalus, the 
epic's turning point, elicits an angry outburst from the narrator regarding the 
Olympian gods' absence and their replacement by human-created gods: 


your dutiful words in my mindful spirit, ‘there will be one whom you will raise into the blue 


1» 


regions of the sky'" (nam memoro memorique animo pia uerba notaui, ‘unus erit, quem tu 
tolles in caerula caeli Ov. Met. 14.813-814). See Myers 2009 ad loc. for discussion of the 
adaptation of Ennius' line (Ann. 54 Skutsch). 

24 See Tissol 2002. 


25 | See O'Hara 1990. 
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mortalia nulli 
sunt curata deo. cladis tamen huius habemus 
uindictam, quantam terris dare numina fas est: 
bella pares superis facient ciuilia diuos, 
fulminibus manes radiisque ornabit et astris 
inque deum templis iurabit Roma per umbras. 
LUCAN, BC 7.454—459 


Yet we have revenge 
for this disaster, as much as gods may give to mortals: 
the civil wars will create divinities equal to those above; 
with thunderbolts and rays and stars Rome will adorn 
the dead and in the temples of the gods will swear by ghosts.26 


Virgil died near the beginning of Augustus’ long reign and so did not live to see 
a perpetuation of the Julian dynasty to the emperor's successors. When Lucan 
wrote, the dynasty founded by Caesar's successor Augustus appeared stable 
and likely to rule indefinitely, although war would in fact bring it to an end justa 
few years after Lucan's death. In 65 CE, the year in which Lucan was condemned 
to death by the emperor Nero, the Julio-Claudian emperors had been reigning 
for nearly a century since Octavian's assumption of the title Augustus in 27 BCE. 
Lucan places the advent of Rome's domination by the house of Caesar twenty 
years before that moment, at the battle of Pharsalus in 48 BCE, in which Caesar's 
forces decisively defeated Pompey. In that defeat, Lucan's narrator laments, 
Roman liberty died as well. 

The initial focus of Lucan’s epic is on the devastation caused by the civil war, 
still visible over a century later in the Italy of his day (Bc 1.24-32). The proem to 
the Bellum Civile suggests that the reign of Nero was adequate compensation 
for the violence of the past. In the words of the narrator, the civil war's “crimes 
and unspeakable deeds themselves please us thanks to this reward" (scelera 
ipsa nefasque / hac mercede placent, Luc. BC 1.37-38).2” There is a strong case 
for reading these lines first as strange (how can something “unspeakable” also 
be pleasing?), and next as disingenuous or at the very least half-hearted in 
their praise. The narrator does not support this proposition of compensation 


26 Tr. Braund 1992. 
27 See Dewar 1994 and Roche 2009: 1-10 on the issue of sincerity in the proem’s praise of 
Nero. 
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throughout the rest of the epic; he fulminates instead against the monarchical 
government that resulted from the civil war. As Paul Roche has declared, “the 
general tendencies of the narrator are to cast his present political system as a 
condition of tyranny or monarchy or servitude, and to underscore explicitly 
that there is no end to this state"?? Virgil’s epic justifies the suffering of its 
characters through appeal to a future that Augustan readers already know has 
come to pass, whether or not they share the epic’s sense of its felicity. The 
Bellum Civile deprives Neronian readers of any sense of an enjoyable present or 
brighter future, and explains present-day suffering through appeal to the events 
of the recent past. Lucan’s epic continues Virgilian prophecy into a nightmarish 
present. 

As in Ennius and Virgil, initial interaction with a ghost similarly determines 
the direction of Lucan's epic.?? In his epiphany to Aeneas, Virgil's ghost of 
Hector indicates that continuation of Homer must involve the new story- 
pattern of migration and foundation, rather than continuing to fight the war 
at Troy. The image of the Patria who confronts Caesar at the Rubicon evokes 
Virgil's ghost of Hector in her role as "representative of the nation", her sadness 
and groaning, and her dishevelled appearance.?? Yet while Aeneas eventually 
obeys Hector after some vacillation, the Patria cannot turn Caesar aside from 
his invasion. By descending from the Alps to invade his own country, Caesar is 
instead bringing to pass what a different ghost, Virgil's Anchises, had foretold 
and then begged him not to do.?! Anchises urges Caesar "you first, you refrain, 
you who trace your ancestry to Olympus; throw the weapons from your hand, 
my blood!?? Anchises protest against history is the example-model of what 
becomes a topos in Lucan's epic. The narrator of the Bellum Civile frequently 
dramatizes "the conflict between the will to tell the story and the horror which 
shies from telling it.?? Lucan also evokes the connection made in Anchises 
prophecy between Caesar's descent from Aeneas and his obligation to prevent 
harm to his country. Caesar acknowledges his Trojan descent on multiple 
occasions, yet draws quite different conclusions about the obligations it places 


28 Roche 2009: 4. 

29 See Bernstein 2011 on ghosts in the Bellum Civile. 

30 See Roche 2009 ad Luc. BC 1185-192. 

31 Luc. BC 1182 iam gelidas Caesar cursu superauerat Alpes ~ Verg. Aen. 6.829-831 quantas 
acies stragemque ciebunt, / aggeribus socer Alpinis atque arce Monoeci / descendens. 

32 tuque prior, tu parce, genus qui ducis Olympo / proice tela manu, sanguis meus!, Verg. Aen. 
6.834-835. 

33 See Masters 1992: 9. 
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upon him. Caesar’s visit to the site of Troy emphasizes the contrast between 
Virgil’s visions of the future and the horror related in Lucan’s continuation of 
Virgilian history.?^ 

No extant historiographical source records a visit by Caesar to Troy immedi- 
ately after the battle of Pharsalus. Whether the scene is Lucan's invention or an 
earlier product of the declamation schools is undecidable, as it is clearly mod- 
elled on the historically attested series of visits to Troy by previous conquerors 
such as Xerxes and Alexander?5 The city in ruins resembles the devastated 
Italy of the epic's proem. What remains to be seen in the fantasy landscapes 
of both sites are sparsely populated piles of ruins overgrown with thornbushes 
(BC 9.966—969 ~ BC 1.2429). Caesar almost inadvertently “tramples on Hec- 
tor's ghost" (manes / Hectoreos, BC 9.976—977), an irreverent demonstration of 
the irrelevance of Virgil’s prophetic narrative in the practical and disenchanted 
world that Caesar dominates. It is at that moment that the narrator makes one 
of his more famous interventions (one often excerpted out of context) in praise 
of the poet's ability to confer fame on the deeds of the past (BC 9.980-986). In 
doing so, the narrator once more puts himself both in competition with and ina 
state of dependence upon Caesar. Throughout the epic he has claimed to detest 
his character, but now he confesses that he cannot avoid him. He relies on Cae- 
sar's fame for the perpetuation of his own: "those coming after us will read you 
and me; our Pharsalia will live, and no age will doom us to the shadows" (uen- 
turi me teque legent; Pharsalia nostra / uiuet, et a nullo tenebris damnabimur 
aeuo, BC 9.985-986). Continuation for Lucan means accepting the inevitability 
of his perpetuation of Caesar's fame. 

In his prayer to the local gods, Caesar makes the strongest possible moves 
of affiliation with his Trojan ancestors. He addresses "the Lares of my Aeneas" 
(Aeneaeque mei ... / lares, BC 9.991-992) and identifies himself as “the most 
famous descendent of the Julian race" (gentis Iuleae ... clarissimus ... nepos, BC 
9.995-996). His promise to the people of Ilium is a clear inversion of Roman 
priorities. After having destroyed his own people, he promises to "restore the 
population" to the empty site and rebuild the city's walls (restituam populos 
.. Romanaque Pergama surgent, BC 9.998-999). In terms of continuation of 
the Aeneid, Caesar's promises self-consciously contravene the agreement that 
Jupiter made with Virgil's Juno. She requested "Troy has fallen; may you permit 
that Troy has fallen with its name" (occidit, occideritque sinas cum nomine Troia, 


34 See Tesoriero 2005, Spencer 2005, Wick 2004: 401-408, and Rossi 2001 for recent discus- 
sion of the Trojan episode. 
35 See Wick 2004: 401-402. 


CONTINUING THE AENEID IN THE FIRST CENTURY 259 


Verg. Aen. 12.828). The devastation that Caesar earlier wreaked in Italy is now 
complemented by this undoing of the Aeneid’s negotiated peace between the 
gods. Lucan thereby underscores that Caesar is a far worse enemy of the Roman 
people than Juno or her Allecto ever could have been. The Bellum Civile thereby 
engages in the same moves of supplementation, repetition, and probing of the 
Aeneid's ideological pressure points as Ovid's “Little Aeneid". 


Silius Italicus’ Punica and the Reenchantment of History 


Silius Italicus’ Punica was little read even by professional Latinists until quite 
recently.36 One of the longest poems in classical Latin literature, it relates 
episodes from the second Punic War, with the gods whom Lucan had abolished 
now restored as major actors. This epic was often dismissed as derivative (as if 
other Roman epics were somehow not equally focused on the tradition), and 
criticism has been directed in particular at its methods of uniting mythological 
and historical material. Yet more recent readers have also viewed reliance on 
the tradition as empowering. The Punica continues the Aeneid on the narrative 
level by representing the second Punic War as both the continuation of the 
Trojan War and the working-out of Dido’s curse on the Romans through her 
avenger Hannibal and her sister Anna. On the poetological level, the narrative 
places itself in the epic line of succession from Homer and Ennius. 

The poem’s opening scenes make explicit the association between Virgilian 
mythmaking and Roman historical narrative. Hannibal’s father Hamilcar 
guides his son to swear an oath of eternal hostility to the Romans in Dido's 
temple in Carthage (Pun. 1.812139). The Virgilian Dido's dying curse on Aeneas’ 
descendants thereby becomes one of the causes for the narrative of a war set 
in historical times. Hannibal grows up to be the “avenger from [her] bones" 
(nostris ex ossibus ultor) whom Dido threatened “would harass the Dardanian 
settlers with fire and sword" (qui face Dardanios ferroque sequare colonos, Verg. 
Aen. 4.625—626). In a prophecy that occupies the same structural position as the 
Virgilian Jupiter's prophecy, Silius' Jupiter describes Hannibal's invasion as part 
of his plan to test the declining virtue of the Romans of the middle Republic by 
sending the greatest threat they have yet faced (Pun. 3.571-592). 

In assisting the Carthaginian assault on Italy, Juno undoes her agreement 
with Jupiter at the end of the Aeneid to cherish the Romans (Aen. 12.808- 


36 See Augoustakis 2010 for the history of reception of the Punica and the recent revival of 
interest in the epic. 
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828).37 Her anger against the Romans in Silius epic shows that her appearance 
of submission to her husband was in fact deceptive. The reader is thereby made 
to recall Virgil's divine council, where Jupiter indicates his awareness that Juno 
will support the Carthaginian invasion in time to come. In forbidding the gods 
to intervene in the war in Latium, Jupiter makes the following prophecy: 


adueniet iustum pugnae (ne arcessite) tempus, 
cum fera Karthago Romanis arcibus olim 
exitium magnum atque Alpis immittet apertas: 
tum certare odiis, tum res rapuisse licebit. 


VIRGIL, Aeneid 10.1114 


There will come a proper time for fighting (do not hold it off), when 
fierce Carthage, having opened the Alps, will send great destruction to 
the Roman citadels. Then you will be permitted to compete in hatred, to 
destroy states. 


The Juno of the Punica remains unreconciled with the Romans at the end of the 
epic. Just as Silius draws on Jupiter's suggestion at the Aeneia’s divine council 
in making Juno the Romans' adversary, so he declines to create another equally 
spurious reconciliation scene for the goddess. For the god Proteus, one of the 
divine observers of the world-historical events transpiring in Italy, the Punic 
War is a predictable sequel of the Judgement of Paris (Pun. 7.435-493).?? His 
narrative of Roman destiny echoes Jupiter's prophecy in its confirmation of the 
promise of empire without end,?° but tracks a different course in its survey 
of historical specifics. Virgil's Jupiter skips the centuries from the founding 
of Rome to the birth of the Trojan Caesar and the advent of the Golden 
Age. In his speech, Roman history has an origin and a telos but no middle. 
Proteus instead takes the Virgilian chronology for granted and dwells on the 
narrative's immediate future, filling in part of the missing middle by continuing 
his narrative up to the destruction of Carthage in the third Punic War. His work 
of supplementation has broad similarities to Ovid's tales of primitive Latium: 
both fill out a picture that Virgil had sketched only briefly and indirectly. 


37 See Feeney 1990. 

38 For Proteus’ prophecy as a new “Little Aeneid”, see Perutelli 1997: 476. See Littlewood 2011: 
163-168. 

39 Sil Pun. 7.478 hic regna et nullae regnis per saecula metae ~ Verg. Aen. 1.278—279 his ego 
nec metas rerum nec tempora pono: / imperium sine fine dedi. 
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Proteus’ account makes the Romans’ defence of their homeland the contin- 
uation of the Trojan War that Virgil’s Diomedes had explicitly declined. Once 
resident in Apulia, he tells the Latin ambassadors that he will not fight Aeneas 
again (Aen. 11.252—293). But for Proteus, this claim turns out to be as specious 
as the Virgilian Juno’s reconciliation. He announces “You, the ghosts of Aetolia, 
will fight again with the Trojans’, in support of the Carthaginians at the pivotal 
battle of Cannae, an explicit echo of the Virgilian Venus’ words at the divine 
council of Aeneid 10.40 It misses the point to provide a rationalizing identifica- 
tion of these fighters as the descendants of Diomedes’ followers, the peoples 
of southern Italy who historically supported the Carthaginian invasion. Silius’ 
epic history describes the particular events of the Punic Wars as merely the 
latest variations of the unchanging patterns laid down in preceding poetic tra- 
dition. 

As is typical in epic, Juno works through intermediaries to achieve her goals 
on earth. Her employment of Dido’s sister Anna in book 8 of the Punica fol- 
lows the Virgilian pattern of inventing a larger role for a minor character in 
a preceding epic. Anna assists Hannibal by telling him to give battle at Can- 
nae, the high point of his invasion. Her desire to avenge her mistreated sister 
inclines her to favor Juno’s request, even though she receives cult worship from 
the Romans and otherwise regards herself as now resident in an Italy inevitably 
Roman. Anna shares her need to accommodate conflicting obligations to fam- 
ily and country with many of the male characters of the Punica.^? The narrative 
accordingly guides the reader to view Anna as a more complex follower of Juno 
than her usual servants Iris and the Furies, one whose actions are embedded in 
a personalized human history. 

The narrator explicitly marks the aetiology of Anna’s new residence in Italy 
as a continuation of the unfinished business of Aeneid 4. He tells the tale 
of Anna’s migration “from the beginning” (ab origine, Pun. 8.48), a beginning 
which he punctually locates “after Dido was deserted by her Trojan guest” 
(Iliaco postquam deserta est hospite Dido, 8.50). When Anna flees to Italy and 
encounters Aeneas, he wants to hear the answer to the question of what 


40 Sil. Pun. 7.484 Aetolae rursus Teucris pugnabitis umbrae ~ Verg. Aen. 10.28—29 atque iterum 
in Teucros Aetolis surgit ab Arpis / Tydides. See Littlewood 2011: 185-186 on Diomedes in 
the Punica. 

41 Theauthenticity of the passage in which Anna speaks to Hannibal is disputed (Pun. 8.145- 
225). I am inclined to tentatively accept it as genuine with Ariemma 2000. 

42 For discussion of Anna, see Chiu 201. For discussion of similar conflicts between family 
and state among the epic's male characters, see Bernstein 2008: 132-159, Bernstein 2010. 
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happened after his departure from Carthage (Pun. 8.76—78). This is the answer 
to the question that the Virgilian Aeneas asked Dido when he encountered her 
shade in the Underworld: “Alas! Was I the cause of your death?" ( funeris heu 
tibi causa fui?, Verg. Aen. 6.458). Virgil's Dido refuses to answer and flees with 
the ghost of her former husband Sychaeus, thereby leaving an opportunity for 
a later poet's narrative supplement. 

Silius represents the continuation of epic tradition on the poetological level 
by including the originators of Greek and Roman hexameter epic as characters 
in the Punica. His descriptions of their activity help to designate the space in 
the tradition for his new work. Ennius, author of the Annales, appears as a 
warrior on the battlefield in Sardinia (Pun. 12.387—419).*? Apollo predicts that 
the poet will “be the first to sing of Italian wars in illustrious verse and elevate 
leaders to the sky" (hic canet illustri primus bella Itala uersu / attolletque duces 
caelo, Pun.12.410-4n). This designation of the goals of the first Latin hexameter 
epic poem echoes the narrator's description of his most recent contribution to 
Roman historical epic: "I begin to sing of the arms by which the glory of the 
Aeneadae raises itself to the sky" (ordior arma, quibus caelo se gloria tollit / 
Aeneadum, Pun. 11-2). 

Where Ennius' appearance introduces a miniature history of the genre of 
Roman historical epic, Scipio's subsequent encounter with the ghost of Homer 
in the Underworld advertises the need for a new Homer to celebrate the deeds 
of a new Roman Achilles.^^ He dreams of the dead poet singing about Roman 
accomplishments and creating a prestigious epic tradition for his descendants: 


"si nunc fata darent, ut Romula facta per orbem 
hic caneret uates, quanto maiora futuros 
facta eadem intrarent hoc" inquit "teste nepotes! 
felix Aeacide, cui tali contigit ore 
gentibus ostendi, creuit tua carmine uirtus." 
Punica 13.793—797 


If the Fates were now permitting that this bard would sing of the Romans' 
deeds throughout the world, through what a witness would these deeds 
come to future descendants! Happy Achilles, it happened that such a 
mouth showed you to the nations, and your courage grew with the song. 


43 See Casali 2006. 
44 See Manuwald 2007. 
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Scipio’s concluding acknowledgement of Achilles’ good fortune reprises an 
old theme in Roman tradition: that deeds themselves, no matter how great, will 
not be remember without a poet to guarantee their fame. Cicero attributes this 
observation to Alexander on his visit to Achilles’ tomb, and Horace employs it 
as a justification of part of his panegyric project.^* By causing Scipio to praise 
Homer and imagine a new role for him, Silius indirectly represents himself as 
the new Homer who will sing of the new Achilles.^9 


Conclusion 


Each allusion in a new poem to the words or phrases used by a predeces- 
sor in the tradition signals the potential for continuation of the earlier epic's 
narrative. Most such allusions are not continuations of the plot of the kind dis- 
cussed in this chapter; they are rather smaller-scale evocations of images or 
themes. A later epic's development of an earlier epic's multiple plot strands are 
typically designed to affect our notions of narrative continuity and linearity. 
Remembrance of the earlier character or situation provokes the recognition 
of contrasts that are essential to the production of new works in a respected 
tradition. Virgil replaces Homer's Aeneas with a hero whose destiny has world- 
historical consequences. He accordingly makes the Homeric character whose 
fate still appears to be in play in Poseidon's prophecy during the Iliadic theo- 
machy (Hom. Il. 20.293-308) seem quaint and parochial. As in the rest of the 
Metamorphoses, Ovid's tales set in primitive Latium assault Virgilian notions 
of decorum and narrative continuity. He expands a few Virgilian hints into a 
Latium populated by disappointed elegiac lovers, where metamorphosis is a 
norm ratherthan an exception. Lucan's Bellum Civile replays the Virgilian vision 
of the Golden Age as dystopia. Caesar's promise to rebuild Troy marks one of 
many points of rupture between the promises made by the Virgilian prophecies 
and the reality of the world that the descendants of Aeneas created. 

In singing of Roman history, Silius self-consciously constructs a continua- 
tion of the mythological time of Virgil's Aeneid and Ovid's Metamorphoses and 
the historical time of Lucan's Bellum Civile. Jupiter's prophecy carries the nar- 
rative straight up to the poet's own era as it does in Virgil, but has no ringing 
endorsement of empire without end. He offers instead a bland promise that 


45 Cic. Arch. 24, Hor. Carm. 4.9.25—28, etc. 

46 As Bettini 1977 speculates, Silius may also reprise a theme of Ennius’ Scipio, where the 
earlier poet may have indicated that only a Homer could offer appropriate praise of the 
commander. 
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the Romans will merely reign in their city “for a long time’, and the most distant 
future event in the prophecy is the deification of Domitian.^? An epic written 
under the Flavian emperors has no investment in praising the Julio-Claudians, 
and so Jupiter skips straight over the reign of Augustus that Virgil had made 
into the Golden Age, as well as the dynasty of Caesars that Lucan had deni- 
grated. His prophecy moves straight from Scipio’s victory over Carthage to the 
advent of the Flavian dynasty (Pun. 3.590—596). There are only brief references 
to the Flavian regime in the rest of the epic, however, as opposed to the fre- 
quent prefigurations of the Augustan age in Virgil's Aeneid.*® References to the 
moral corruption of the present day (Pun. 14.686—688), which Domitian’s vigi- 
lance can only do so much to correct, guide the reader to adopt a foreshortened 
perspective on the progression of history. At the worst possible moment for the 
Roman state, after the overwhelming defeat at Cannae, the narrator observes 
that "This was Rome then: if it stood fixed in Fate that its morals would change 
after you [fell], Carthage, would that you still remained!"^? Continuation does 
not mean apocalypse: there is no Golden Age to come which will mean the 
end of history, only a better ruler who will briefly stave off progressive decline. 
There will accordingly always be narrative space for epic to continue. 
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Vegio’s Supplement: Classical Learning, Christian 
Readings 


Anne Rogerson 


The Aeneid was first translated into a British language early in the sixteenth 
century, when the Scottish poet Gavin Douglas, later the Bishop of Dunkeld, 
rendered it in Middle Scots—all thirteen books of it.! He claims, however, in his 
prologue to Book 13, to have been under some duress when he tackled this final 
book, composed not by the Roman poet Virgil but by a fifteenth-century Italian 
continuator, Maffeo Vegio.? In its discussion of Douglas’ anxieties about trans- 
lating Vegio’s work, Prologue 13 calls to the fore a number of early modern (and 
modern) concerns about the purpose and value of epic continuation. It also 
highlights an issue of great importance in Douglas’ time and Vegio’s, though 
much less in ours: the part played by pagan texts like Virgil's Aeneid in contem- 
porary, Christian culture? This question, I will argue, lies at the heart of the 
Supplement's engagement with the Aeneid as it recasts the Roman epic as a text 
to-be-continued. And so this chapter begins not with the once highly popular 
Supplement to the Aeneid but with Douglas' reflections on it and its transla- 
tion.* I will focus particularly on his stated reservations about his task in order 
to highlight an aspect of Vegio's continuation that has been relatively under- 
studied in recent scholarship. This chapter will argue that the Supplement not 
only, as is increasingly acknowledged, makes a rich and sophisticated engage- 
ment with Virgil's epic, informed by and contributing to Renaissance humanist 
debates about the Aeneid and its heroes; it also engages with a medieval and 


1 Douglas' translation was completed in 1513, shortly after the Battle of Flodden. It was first 
printed in 1553, just over thirty years after his death in 1522. He was Bishop of Dunkeld from 
1515. I use the edition of Kendal (2011). 

2 1407-1458. Vegio was a student at the University in Pavia when he composed the Supplement 
in 1428. He spent the last fifteen years of his life in Rome, where he became Canon of the 
Basilica of Saint Peter. For a fuller account of Vegio's biography, see Brinton (1930) 5-11. 

3 Forthis question see Baron (1966) 291-331. The self-proclaimed moral virtues of the Renais- 
sance commentator on Classical literature are explored by Di Cesare (1984). 

4 On the popularity of the Supplement, see Brown and Kallendorf (1990). For the popularity 
(and moral interpretations) of epic in general, see Tanner (1993) 52-66. 

5 Recent scholarship on Vegio's Supplement and Renaissance thought includes Kallendorf 
(1986) 100-128, Wilson-Okamura (2010) 239-250, Rogerson (forthcoming). 
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early modern, Christian tradition, which frames the understanding of Virgil’s 
epic through a religious, not a secular, lens. 

Douglas begins his discussion of the Supplement in Prologue 13 with the 
autobiographical story of a midsummer night's dream: he tells us that, having 
finished the translation of the twelve books of the Aeneid, he took a walk in 
the countryside where he fell asleep under a laurel tree as the evening star 
rose in the sky and a nightingale sang.9 A strange figure appeared, dressed in 
threadbare, outmoded garments and wearing a laurel wreath marking him as a 
poet “of the auld fashion" (Prologue 13.88). Douglas was about to have a classic 
poetic experience: the dream that inspires literary creation. This, however, 
was no Homer, handing on to a modern-day Ennius a poetic soul to act as a 
wellspring for a new epic, appearing like a blast from the past to aggrandize 
and legitimize the endeavours of an alleged poetic successor." Douglas claims 
to have thought that he was at the end of his task, not the beginning, his 
encounter is far from elevated in tone, and—as we shall see—its roots lie not 
in the Classical but the Christian tradition. 

The dream vision upbraids the translator: "What does thou here / under my 
tree, and willest me nae good?” (76-77). The dreaming Douglas responds in 
confusion, asking who the apparition is and what he has done to offend. It is 
then that Douglas' interlocutor indignantly identifies himself: 


‘Knaws thou nocht Mapheus Vegius, the poet, 

That unto Virgil's lusty books sweet 

The thirteenth book eikit Eneadane? 

Iam the samen, and of thee naething fain, 

That has the tother twelve into thy tongue 

Translate of new, they may be read and sung 

Ower Albion isle, into your vulgar leed; 

But to my book yet list thee tak nae heed’ 
Prologue 13.99-106 


6 Prologue 131-75. 

7 Onthedream tradition in ancient literature and the influence of Ennius' dream of Homer on 
Latin poetry, see Hardie (1986) 76-83. The Ennian dream as a marker of poetic succession is 
also discussed by Goldschmidt (2013) 82, 166—168. For the popular medieval and Renaissance 
tradition of dreams inspiring literary creation, see Bawcutt (1976) 188-189. Douglas’ dream is 
particularly close to Henryson's encounter with Aesop in his "Tale of the Lion and the Mouse": 
see Wingfield (2014) 167-168. 
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Begging his pardon, Douglas is full of excuses for his failure to translate 
Vegio's Supplement together with the Aeneid. He has, he says, spent a long 
time translating Virgil and now has other business to attend to (no-1u4). Next 
he adds that many people think Vegio's thirteenth book to be an unnecessary 
appendage to the Aeneid, contributing nothing more to the epic "than langs 
to the cart the fifth wheel" (18). Thirdly, he argues, Vegio will, as a Christian, 
appreciate that Douglas fears for his soul after spending so much time intent 
upon pagan literature (119-130). Vegio is unimpressed by the first excuse and 
deals only tangentially with the second, which closely echoes the negative 
assessment of the Supplement made by the influential sixteenth-century com- 
mentator, Badius Ascensius.? His focused ire is reserved for the third element 
in Douglas' attempts at self-exculpation, an excuse in which the Scots poet sug- 
gested that Vegio's work—like Virgil’s—was pagan, and thus perilous to the 
soul. His argument is direct and unsubtle—Douglas is simply wrong because 
the Supplement is in fact a Christian text: 


' let thee wit, I am nae heathen wicht; 

And if thou has aforetime gane unricht, 

Following sae lang Virgil, a gentile clerk, 

Why shrinks thou with my short Christian work?' 
Prologue 13137140 


Anapparently counter-intuitive proof of the Christian nature of Vegio's contin- 
uation of the Aeneid is then given, when the dream Vegio beats Douglas twenty 
times with his club till he cries for mercy and swears an oath to translate Vegio's 
thirteenth book “in honour of God / and his Apostles twelve" (150—151). 
Douglas' dream encounter with an elderly and surprisingly violent Vegio has 
often been described as comic;? and might be dismissed as a moment of slightly 
brutal early Tudor frivolity. It is, however, worth pausing over what may seem 
either an interlude of rustic light relief or a hint at Douglas' agreement with 


8 The attack comes in the introduction to Ascensius commentary on the Supplement: Rutulos 
autem victores Aeneae subdidisse, Laviniam Aeneae nupsisse, diis sacrificatum esse, ob victo- 
riam per se manifestaria sunt: unde frustra quidam quadrigis rotam quintam addidit. (And 
that the conquering Rutulians should yield to Aeneas, that Lavinia should marry Aeneas, that 
there should be sacrifice to the gods, these things are perfectly clear from the victory itself: for 
which reason it is entirely in vain that someone should have added a fifth wheel to the four- 
wheeled chariot.) For Renaissance criticism of the Supplement, see Brinton (1930) 30-33. For 
the view that the Aeneid was unfinished, see O'Hara (2010). 

9 E.g. Bawcutt (1976) 190, Ebin (1980) 362, Canitz (1990) 20, Pinti (1993) 328. 
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Badius Ascensius and others that the Supplement did not, indeed, merit trans- 
lation, though he did translate it.!? For there is, in fact, a significant revelation 
about early modern understandings of the continuation offered to the Aeneid 
by the Supplement in the flyting exchange between Vegio and the beleaguered 
Douglas,” which will prove illuminating. This point is prepared for in the third 
of Douglas’ reasons not to translate the Supplement, the peril the task poses to 
his Christian soul: 


‘I wit the story of Jerome is to you kend, 
How he was dung and beft intil his sleep, 
For he to gentiles’ books gave sic keep. 

Full sharp repreif to some is write (ye wist) 
In this sentence of the haly Psalmist: 
“They are corrupt and made abominable 
In their studying things unprofitable’. 
Thus sair me dreids I shall thole a heat 

For the grave study I have sae long forleit. 


Prologue 13122-130 


Here Douglas refers to a well-known passage in the twenty-second of Jerome's 
letters, the epistle to Eustochium, in which the saint relates the dream which 


10  Thisisthe view of Canitz (1990) 21: “Douglas ... explicitly deflates all claims for the value 
which the supplement might have—literary, religious or otherwise—and makes it plain 
that he includes the thirteenth Book only nolens volens in order not to run afoul of popular 
taste and public demand.” A similar reading of Douglas’ Prologue 13 is hinted at in Thomas 
Twyne's introduction to the translation of the Supplement in his and Thomas Phaer's 
translation of the Aeneid, printed in 1573: “And whereas there is now made an accession of 
Mapheus xiii Booke, for that the same Auctour judged Virgils conceit not to be perfected 
in the former xii I have not done it upon occasion of any dreame as Gawin Dowglas did it 
into the Scottish, but mooved with the worthines of the worke, and the neerenes of the 
argument, verse and stile unto Virgil, wherin as I judge, the writer hath declared himself 
an happie imitatour.” I use the edition of Lally (1987). Compare, however, Bawcutt (1976) 
190: "this is all a humorous ploy; Douglas is making a show of being forced into something 
that he really wants to undertake.’ 

11 The characterization of the interchange as “flyting” is made by Bawcutt (1976) 189. Pinti 
(1993) suggests that the exchange is primarily included to establish Douglas' authority. 

12 An adaptation of Psalm 13.1, in which Douglas equates reading pagan texts with the denial 
of God: “The fool hath said in his heart, “There is no God.” They are corrupt, and are 
become abominable in their ways. There is none that doth good, no, not one.’ I use the 
Douay-Rheims translation, as printed in Edgar and Kinney (2011). 
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persuaded him finally to abandon the study of the Classical literature he had 
initially been reluctant to give up upon his embrace of an ascetic life.!? In it, 
Jerome claims to have been brought before a divine Judge, accused of being a 
follower of Cicero and not of Christ, convicted and then beaten with scourges 
until he cried out for mercy and promised under oath never again to read the 
works of the gentiles. He woke, he says, black and blue and subsequently turned 
his zealous attention to the works of the prophets and the word of God. 

In Prologue 13 Douglas takes this well-known case to heart, claiming to 
have neglected the translation of the Supplement due to his wish to avoid 
Jerome's mistake of turning away from God in his devoted study of the Classics. 
As we already know, however, Douglas is doomed to repeat Jerome's salutary 
experience almost exactly. He too is judged and found wanting by a figure in a 
dream, though he receives his beating not as a punishment decreed by God for 
spending so long on the pagan Aeneid but instead at the hands of the Christian 
continuator of Virgil's epic to whom he appealed, mistakenly as it turns out, 
in the name of Jerome. This slapstick episode at the beginning of Douglas' 
translation of Vegio's epic continuation is my first indication of an important 
aspect of the epic's reception in the early modern period which does not 
currently receive much scholarly attention: the Christian lens through which 
the Aeneid was read in the Renaissance, and the effect this had on shaping its 
continuation. 

In Douglas' account of his dream encounter with Vegio he plays knowingly 
with tradition, even to the extent of having the Italian poet criticize him for his 
disingenuous and untruthful appeal to the sainted Jerome before he adminis- 
ters his beating." The dialogue between Douglas and Vegio has rightly been 
discussed as a sophisticated piece of literary criticism, as well as a humorous 
and learned contribution to the literary topos of creative inspiration through 
dreams.!5 What has not been emphasized strongly enough, however, is the way 
in which the dream encounter between the two poets underlines Vegio's asser- 
tion that his Supplement is a "Christian work" When Douglas invokes Jerome, 
the Aeneid is quite explicitly categorized as a non-Christian text./6 This is a 
complex and tongue-in-cheek claim, since the prologues to each book of Dou- 


13 Letter 22.30. A detailed description of Jerome's dream is given by Kelly (1975) 42-43. For 
the multiple allusions to Classical authors in the letter, see: Adkin (1992), (19944), (19945), 
(1997), (2003); Thierry (1963). 

14  ^Feigning him Jerome for to counterfeit’, Prologue 13.135. 

15  Seein particular Bawcutt (1976) 188-190. 

16 On late antique and early modern views that Virgil was himself a Christian author, see 
Wilson-Okamura (2010) 71-73. 
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glas’ translation of the Aeneid resonate strongly with the medieval and Renais- 
sance allegorical tradition which saw Aeneas’ well-known labours as tests of his 
soul, and tended to view the hero himself as both a noble pagan and a Christ- 
like figure.!” Nonetheless, at the beginning of Prologue 13 the Aeneid is placed at 
the pagan end of a literary spectrum, however noble and prescient Virgil might 
have been. Somewhat paradoxically, the vigorous beating that Vegio adminis- 
ters in this same Prologue places his Supplement at the Christian end of the 
same spectrum. Douglas’ Vegio is a “Christian man” and the author of a “Chris- 
tian work"? and the twenty blows he rains upon the back of the errant Scots 
poet are a corrective to Douglas’ presentation both of himself as a new Jerome 
and of Vegio's continuation as pagan literature. But if Vegio's Supplement is a 
Christian text, then—in imposing a Christian understanding of the trajectory 
and the hero of Virgil’s pagan work—it makes the epic it continues Christian 
too, pulling the Aeneid across the imaginary line in the middle of the spec- 
trum on which both works are placed. And as Vegio reshapes the Aeneid for 
the world in which the Supplement was written, his continuation becomes a 
valuable demonstration of how differently Virgil’s epic was understood in the 
early modern past. 


The Story of the Supplement 


Before we turn to a detailed exploration of the Christian nature of Vegio’s 
Supplement, we should briefly consider how this continuation moves from the 
end of the Aeneid to its own conclusion. Vegio’s text starts at the moment the 
Aeneid ends, with Aeneas standing triumphant, his adversary Turnus dead at 
his feet. The emotions on display in the epic and its continuation, however, are 
very different. Where Virgil's Aeneas was enraged and terrible in his anger as he 
spoke his last words and plunged his sword into Turnus’ chest ( furiis accensus 
et ira / terribilis, Aen. 12.946—947), Vegio's hero is calm and measured when 
he begins to speak standing over Turnus' body (tunc Turnum super adsistens 


17 For the Christian reading of the Aeneid Douglas promotes in his prologues, see Canitz 
(1990), Morse (1990) 113-114. Generally on Christian allegorical readings of the Aeneid, 
see Allen (1970) 135-162. As Brammall (2015) 28-37 shows, the other sixteenth-century 
translators of the Aeneid and Vegio’s Supplement also presented Aeneas as a model of 
Christian virtue. 

18 For Vegio’s contemporary reputation as a “chaste and gentle poet" and a Christian, see 
Hieatt and Lorch (1977) 21-24. 
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placido ore profatur, 23).? A preoccupation with calmness permeates the text, 
which speaks time and again of the peace and serenity longed for and now 
won by the Trojan and Italian people alike.?? The persistent emphasis on and 
celebration of concord in Vegio's continuation reflects contemporary concerns 
with peace and political unity in Renaissance Italy?! It is also a closural tactic, 
as can be seen very early in the Supplement when the Latins first pray for peace: 


et veniam orare et requiem finemque malorum. 


Supplement 12 
And they pray for pardon, and peace, and an end to evils. 


Here, and at several other places throughout the Supplement, Vegio's characters 
speak of the joys of a happy ending, highlighting how the continuation gives 
the Aeneid the conclusion it had wanted and struggled to achieve.?? Aeneas, 
for example, celebrates an end of toil, stressing finality by the use of both finis 
(end) and meta (end-point) in the same sentence (iam finis adest: hic meta 
laborum / stabit, 90—91).?? Later, in response to miraculous fires that appear 
around Lavinia's head, he prays to Jupiter for an end to the evils of the Trojan 
people (malisque imponite finem!, 549). When asking Jupiter to impose a happy 
conclusion on the Trojans’ story, Venus reminds him that he had promised such 
an end (spondebas finem aerumnis rebusque salutem, 598); and in his reply the 
god reaffirms that promise (imposui finem, 612) before decreeing that Aeneas 
should be elevated to the heavens. Peace, the cessation of troubles and endings 


19 For the Aeneid, I use the edition of Conte (2009); for the Supplement, that of Putnam 
(2004). 

20 Forms of quies and requies and their cognates appear at lines 12, 22, 77, 91, 104, 155, 160, 258, 
263, 317, 453, 456, 548 and 554. Pax can be found as desire and achievement at lines 22, 154, 
157, 318, 324, 326, 377, 382, 442, 453, 555, 577, 586 and 600. The adjective placidus recurs at 
lines 154, 314, 377, 415, 488, 548 and 578 (and in Brinton’s (1930) edition also at lines 328, 
423 and 442); serenus is found at lines 274 and 321; concors at lines 387 and 592; unanimis 
at lines 321 and 365. Even the sun shines in a soothing manner: aurato caelum splendore 
serenet, 458. 

21 Cummings (1995) 138, who goes on to argue that a similar preoccupation with peace and 
concord can be seen throughout Douglas' translation of the Aeneid and the Supplement. 
On Douglas’ interest in “responsible leadership and just war" see Wingfield (2014) 176, who 
argues that the Aeneados is typical of old Scottish texts in its advisory nature. 

22 On the self-conscious desire for an ending in the Aeneid, see Mitchell-Boyask (1996). 

23 Note also mention of a meta elsewhere in the poem, variously associated with Turnus’ 
furor (30-31), Turnus' toils (264) and the evils long endured by Aeneas (554). 
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are thus intertwined as the Supplement marks itself as a definitive conclusion 
to the Aeneid,?* and suggests—through frequent references to the troubled 
yet hopeful Virgilian past—that the end it imposes, with Aeneas' pure essence 
made immortal and granted a place in heaven, is the only natural destination 
of Virgil's epic tale. 

Various loose ends are tied off and closural gestures made as Vegio's con- 
tinuation proceeds toward its final lines.?* Aeneas puts the blame for war on 
Turnus' shoulders, absolving himself and Latinus of responsibility for the car- 
nage of the last six books of the Aeneid (24—48).26 The Trojans make a sacri- 
fice to the gods in thanksgiving for their victory, at which Juno is declared no 
longer hostile to Aeneas’ people (55-72).2” Aeneas speaks first to Ascanius and 
then to the Trojan people, recollecting past sufferings and looking forward to 
happy days ahead (72-102).?8 Latinus points to the salutary moral of Turnus’ 
turbulent, truncated life, dwelling on the transitory nature of earthly power 
and the folly of pride (145—184).?? Turnus body is carried off for burial in a 


24 Buckley (2006) 114. A desire for pax aeterna is expressed in the Aeneid at 4.99, 11.356 and 
12.504. 

25 For closure in the Supplement, see Buckley (2006). 

26 On the complexity of Vegio's representation of Turnus, see Rogerson (forthcoming). 

27 iam placidam et meliorem ingenti laude fatentur (69). Note, however, that there is a slight 
element of wishful thinking here, and Juno had been placated with sacrifices before on 
the advice of the Tiber (Aen. 8.60—61) to no avail. Though in the Supplement the goddess 
does turn out to have become reconciled to the end of Aeneas' long trials (611-612), there 
is perhaps still some anxiety at this early stage of the continuation as to whether lasting 
peace really has been won for the Trojans. A further element of uncertainty about the final 
achievement of concord is also introduced by the somewhat boisterous abuse heaped 
upon the defeated Latins by Aeneas' troops as they leave the battlefield (incusans acri ore 
Latinos / ignavosque vocans, 53-54). The bitter tongues (acri ore) with which the Trojans 
speak here are not in step with the calm speech elsewhere that characterizes not only 
the virtuous Aeneas (placido ore, 23; placida voce, 84; laeto ore, 328) but also Latinus' 
people (aequo ore, 365; laetam vocem, 476), the cheerful guests at Aeneas and Lavinia's 
wedding (laetae voces, 53), Venus (almo ore, 551) and finally Juno (amicas voces, 622). 
Rather, they recall the avido ore with which the bird of prey attacks at 109, the baying 
hunting dogs silenced in obedience to their master (137, 140), and at the furthest extreme 
Turnus vomiting fire from his mouth like Cacus (351). Peace is the clear desire of Vegio's 
continuation; he also shows the heightened emotions which (still) have the potential to 
stand in its way. 

28 On Aeneas and Ascanius in the Supplement, see Rogerson (2013). 

29 On the speeches in the Supplement and their moralizing implications, see Kallendorf 
(1989) 100-128. 
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reworking of Pallas’ funeral procession (185-203).°° A great fire sweeps through 
Turnus’ city Ardea, transforming it into a heron (210-240), whose changed form 
reflects the inalterably changed fortunes of a once proud city (et cui sublimes 
stabant in moenibus arces, / mutata effusis nunc circumlabitur alis, 237—238)?! 
Daunus mourns his son's death and his own pain (252—296), concluding that 
suffering is inevitable (sic fata rotant res, 296). Latinus prepares a wedding 
feast that repeats Dido's entertainment of Aeneas in Carthage, suggesting that 
the marriage between Aeneas and Lavinia is to overwrite his former unhappy 
relationship (302-324).?? Drances again attacks Turnus and praises Aeneas in 
extravagant terms, polarizing the two heroes of the Aeneid into symbols of vice 
and of virtue (331-373). Aeneas appears to concur, and expresses his sure and 
certain hopes of fruitful, law abiding and peaceful days ahead (377-391). There 
is a funeral (394-401), and then a wedding (402-477), followed by the exchange 
of gifts (478-489), a celebratory banquet (490—508) and story-telling in which 
the histories of both the Trojans and the Italians are recounted once more 
(509—535) as previously in Aeneid 2, 3 and 7. A fire, as noted above, appears 
around Lavinia's head (540—542), equally astonishing as but far less threaten- 
ing or ambiguous than the fires which appeared around Ascanius’ head and the 
princess’ own in the Aeneid.** Its good omen is confirmed explicitly by Venus 
(552-582), with emphatic reassurances of the glories ahead and none of the 
obfuscation around her own identity that characterized her interactions with 
Aeneas in Aeneid 15 Finally Venus promises that Aeneas will go up to the heav- 
ens (tum laetus ad altum / te mittes caelum, 581—582), and in due course—after 
Latinus' demise and years of Aeneas' happy and peaceful rule over Italy and a 
combined Trojan and Italian population (587—592)—she works upon Jupiter to 
fulfil the promise made in the first book of the Aeneid. The Supplement ends 
with the erasure of Aeneas' mortal remains and the conveyance of his soul to 
the heavens, as his Julian descendants worship him as the god Indiges and a 
Virgilian aetiological moment brings Vegio's continuation to a close (623-630). 


30 Differing views on the implications of this echo can be found in Buckley (2006) 119-121 
and Rogerson (forthcoming). 

31 Here Vegio reworks Ovid, Metamorphoses 14.573—580; see further Henderson (2000). 

32 Buckley (2006) 121-126. 

33  Kallendorf (1986) 115-121. See also Hijmans (1971-1972). 

34 Aen. 2.680-684 and 7.73—77. See further Rogerson (2013) 118-120. 

35 Vegio stresses the goddess’ openness and nurturing disposition: se Venerem confessa almo 
sic edidit ore (551). 

36 = Aen.1.259-260. 
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Throughout the 630 lines of the Supplement, frequent verbal echoes of the 
Aeneid emphasize the close ties between the continuation and original text.?" 
These allusions and borrowings also serve to underline the ways in which the 
Supplement fulfils the promises and hopes of Virgil’s epic. An example may be 
found in Vegio’s description of Aeneas’ state of mind as he makes his soothing 
speech to the Trojans after they have retreated from the battlefield at the 
beginning of the book: 


non secus Anchisa genitus mulcebat amicis 
Troianos dictis, antiquum corde timorem 
flagrantisque agitans curas et gaudia longis 
tandem parta malis, et quae perferre molestum 
ante fuit, meminisse iuvat. 


Supplement 117-121 


Just so Anchises’ son soothed the Trojans with friendly words, meditating 
in his heart upon his long-held fear and burning concerns and the joys 
finally wrested from long suffering, and it delights him to remember what 
had in the past been grievous to endure. 


Here multiple echoes of Virgilian diction underscore the claim that Aeneas is 
remembering past experience,?? and we can note in particular the resonances 
with Aeneas' first speech to the Trojans after they have landed on Carthaginian 
shores:39 


'[...]revocate animos maestumque timorem 
mittite; forsan et haec olim meminisse iuvabit. 


Aeneid 1.202—203 


37 These are detailed by Schneider (1985). 

38 Brinton (1930) 161 lists: (i) moments in the Aeneid where Aeneas is spoken of as the 
offspring of Anchises (5.244, 5.424, 6.322, 6.331, 7.152); (ii) episodes where Aeneas soothes 
others with his words (1.197, 5.464, 5.770); (iii) statements of the long-standing nature 
of the hero's grief and fear (5.608, 7.365). Schneider (1985) 7o adds further parallels 
from the Aeneid and Ovid's Metamorphoses. Brinton also suggests an allusion to the 
martial agitation of Troy at Aen. 2.421 in Aeneas' agitated cogitation (agitans, 119) in the 
Supplement, but comparison with a scene of troubled reflection, such as at Aen. 818-21 
seems more apt, despite the lack of verbal correspondences. 

39 Schneider (1985) 70-71 also compares Seneca, Hercules furens 656—657 and Ovid, Meta- 
morphoses 7.797—798 and 9.485. 
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‘Rally your spirits and banish gloomy fear; perhaps one day it will be a joy 
to remember even these sufferings.’ 


The day for joyful remembrance of past sufferings has come in Vegio's epic 
continuation, as present tense joy (iuvat, 121) actualizes the future tense hope 
( forsan ... iuvabit, Aen. 1.203) expressed in the original text.*? We see here too 
one of many instances in which happiness beams from Vegio's continuation, 
which is marked by its stress not only on peace and concord but also on joy.“ 
This is a significant transformation of the Aeneid, notorious for its stress on 
trauma, sadness and the "tears of things" (lacrimae rerum, Aen. 1.462). We have 
already seen how the turbulent emotions of the end of the Aeneid were made 
tranquil at the beginning of the Supplement; Vegio's emphasis on happiness is 
another way in which he significantly reshapes his source text as he imposes 
a literally happy ending upon Virgil's epic. Alongside this radical alteration, 
Vegio ensures that that which was broken or displaced in the Aeneid becomes 
whole again and finds a proper home in his epic continuation. So, for example, 
the union between Aeneas and Lavinia not only provides the hero with a wife 
but also the father he lost in the first half of the Aeneid, as he acknowledges 
explicitly when agreeing to marry the Italian princess: 


'nunc adsum et patrem et socerum te laetus in omnis 

accipio casus. magna mihi surget imago 

Anchisae et rursum ardebo genitoris amore: 
Supplement 444—446 


‘Now I am here, and joyfully accept both father and stepfather, for better 
or for worse. Anchises' great image will rise up within me and again I will 
burn with the love of a father. 


The father-son relationship receives all the attention here, echoing similar 
emphasis on the importance of these bonds throughout the Aeneid. The impli- 
cation that familial bonds are being restored is underlined by the echo here of 


40 Reference to the function of memory underscores the allusion: see further Hinds (1998) 
10-16. 

41 Forms of gaudium and gaudere appear at lines 116,119, 553 and 600. Laetus and its cognates 
are found at lines 36, 49, 287, 315, 363, 391, 403, 415 (in Brinton's edition only), 444, 459, 
460, 476, 496, 530, 581 and 627: approximately three times the frequency with which they 
appear in the Aeneid. 
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Aeneas’ earlier recollection of his love for his father when standing over the 
body of Lausus,*? one of the most poignant symbols in the Aeneid of the 
way in which war destroys young life and happy families.^? Other examples 
of this tactic in the Supplement include Venus' promise that the long-travelled 
Penates, rescued from the fires of Troy in Aeneid 2, would embrace their new 
home in Lavinium, frustrating attempts to move them by returning themselves 
magically to the city (571-576);^^ and the repeated celebration of how the 
Trojans and Italians—at war in the Aeneid in a way which hints strongly at 
the discord and civil strife of the Roman republict®—are in the Supplement to 
be made as one.*6 


Aeneas in the Supplement 


The greatest work of restoration and rehabilitation in Vegio's Supplement is its 
representation of Aeneas. Michael Putnam has noted that Vegio makes Aeneas, 
the somewhat troubling hero of the Aeneid, into “the emblem of Renaissance 
virtu, the combination of valour of body and excellence of mind which shapes 
the essence of the ideal Italian prince"^" Craig Kallendorf has demonstrated 
convincingly how the Supplement functions as an epideictic work in which a 
series of moralizing speeches establish Aeneas as a paradigm of virtue, duly 
rewarded for excellence as Turnus is punished for error, in a reflection of 
the contemporary Renaissance tradition "in which the Aeneid was interpreted 
as praise of virtue and condemnation of vice"4? Kallendorf and others have 
pointed out, too, how the presentation of Aeneas as a man of paramount virtue 
reflects Vegio's claim in a treatise on the moral education of children that "Virgil 
wished to demonstrate in the character of Aeneas a man endowed with every 


42  etmentem patriae subiit pietatis imago, Aen. 10.824. Other allusions are listed in Schneider 
(1985) 108-109, including: subiit cari genitoris imago, 2.560; genitor, tua tristis imago, 6.695, 
and genitoris amore, 10.789. 

43 For the disruption of families in the Aeneid, see also O'Sullivan (2009). 

44 The story is not in Virgil or Livy, but preserved in Servius’ commentary ad Aen. 1.270 
and 3.12. It can also be found in Dionysius of Halicarnassus 1.67.1-2 and the Origo gentis 
Romanae 17.2—3. 

45 See, for example, Marincola (2010) 183-193. 

46 Rogerson (2013) 113-114. Note also the stress laid on Dardanus as a common ancestor to 
both the Trojan and Italian peoples during the stories of the past shared at Supp. 523-525. 

47 Putnam (2004) xiii. 

48  Kallendorf (1989) 101. 
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virtue, and to show him now in difficult and now in fortunate situations”.49 We 
have come to understand Vegio's Aeneas as a reflection of a strongly moralizing 
tendency in the interpretation of the Aeneid during the Middle Ages and 
Renaissance,°° and also of a Renaissance reading tradition acutely aware of the 
less positive aspects of the hero's characterization and behaviour in the Aeneid, 
and at times deeply critical of his actions, toward Dido in particular"! 

While the political and intellectual contexts in which Vegio was writing have 
received considerable and due attention, the influence of his Christian beliefs 
and of the Christian reading habits of the medieval and early modern periods 
have not been so thoroughly explored in modern scholarship. Indeed, Vegio's 
Christianity tends to be downplayed as a possible factor in the composition 
of the Supplement by Classical scholars in particular. They often cite Anna 
Cox Brinton's claim that Vegio saw the Aeneid as "above all an allegory of the 
soul’,52 and sometimes note Don Allen's judgement that the new ending that 
Vegio's Supplement provides is *nearly Christian" and thus in accordance with 
Vegio's view that the Aeneid as a whole encoded "the highest mysteries of 
philosophy" and illustrated how to lead a virtuous life.5? Intent, however, on 
pursuing different paths, modern secularizing readers give comparatively little 
weight to these observations.9^ Kallendorf quite rightly doubts that allegorical 
approaches to the Supplement alone “really anchor the poem firmly enough 
in fifteenth-century Italian culture to explain fully its development there"55 
Buckley traces Vegio's close engagement with the closural problems posed by 
the Aeneid and asserts that the poet is too clever and cultured to be a mere 
allegorist.56 Putnam has tested the idea that Vegio's continuation is influenced 
by medieval allegorical readings of the Aeneid which see "the story of Aeneas 


49 Virgilius sub Aeneae persona virum omni virtute praeditum, atque ipsum nunc in adversis, 
nunc in prosperis casibus, demonstrare voluit, De educatione liberorum et eorum claris 
moribus, 2.8. Kallendorf (1989) 102-103. See also Brinton (1930) 27-28. 

50 Duein particular to the work of Kallendorf (1986). 

51  Kallendorf (1999) and (2007). 

52 Brinton (1930) 2. 

53 Allen (1970) 141. 

54 Ross (1981) dismisses them on the grounds that Vegio underwent some sort of religious 
conversion after he wrote the Supplement, and that he was also the author of “lusty lyrics" 
(216). Neither are strong arguments. 

55  Kallendorf (1989) 101. 

56 Buckley (2006) no: “the sophistication and deliberation of Vegio's critical rewrite bespeaks 
not a medieval-minded unveiling of the integumentum that concealed the true spiritual 
meaning of the Aeneid, but rather a forwards-looking and typically humanist manipula- 
tion of words for his own ends." 
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as emblematizing the journey of man bettering himself as life progresses and, 
anagogically, of the soul’s quest for ethical perfection ending in its claim to a 
seat with the saints in heaven'?? by showing in detail how indebted the end 
of the Supplement is to two key passages in Ovid's Metamorphoses, namely the 
ascent of Aeneas to the heavens (Met. 14.597—608) and the deification of Julius 
Caesar (Met. 15.840—848).58 His conclusion is forcefully expressed: 


On the occasion [ie. the description of Aeneas’ immortal soul being 
translated to the heavens] when Vegio would be expected to add even an 
indirect Christian element to Aeneas' final progress not only is nothing 
forthcoming but his language is almost completely dependent on his 
great Roman predecessors. This is as if to say that it is in the classical 
literary background that his interest lay and that such should be the focus 
of attention for his contemporary readers as well.5? 


Though Putnam is right that Vegio does not overtly refer to God's grace or 
place Aeneas' soul explicitly in a Christian heaven, there is some reason to 
question his assertion of Vegio's “unwillingness to allow interpretation of his 
poem to take the step toward anagogy”.®° If this was Vegio's wish, then some of 
his Renaissance readers at least seem to have disobliged him: we have already 
seen how Douglas, the Scots translator, showed Vegio in vigorous defence of 
his "Christian work" against claims of its corrupting, pagan nature. Moreover, 
sustained engagement with the Metamorphoses need not preclude an interpre- 
tation of Vegio's work that allows for a Christian allegorical meaning as well as a 
masterful display of Classical learning. In the fourteenth century, for example, 
the Ovide Moralisé was one of several widely-read works which explained the 
hidden Christian and moral meanings of the Metamorphoses.9! Translations 
of the text into Old French were followed by lengthy passages of exegesis.9? 


57 Putnam (2004) xiii. 

58 Putnam (2004) xiv-xvii. 

59 Putnam (2004) xviii. The following paragraph reiterates this point in even stronger terms, 
concluding that Vegio "avoids any step that would lead the reader toward any medieval, 
anagogical interpretation of the hero’s life" and “is inexorably classicizing" (xviii). 

60 Putnam (2004) xviii. 

61  Seefurther Zeeman (2016) 151-153. Another was the Ovidius Moralizatus by Pierre Bersuire, 
several copies of which, along with other allegorizing works on the Metamorphoses, were 
in the library of the Visconti and the Sforza, Dukes of Milan, to whom Vegio dedicated 
several works. See Pellegrin (1955) A101, A195, A.352, A.632. 

62 The whole work is over 65,000 lines long. 
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Aeneas’ ascent to the heavens is explained through the intercession of Christ, 


who sees in the Roman hero not only a model of virtue but a champion of the 
Church:$? 


63 


Lors que l'amoureuse pitié 

Et la piteable amistié 

Dou fil Dieu vit son fil, Enee, 

C'est à dire sa char penee, 

En diverses paines au monde 

Et vit que ja fu sor l'esponde 

De la foi de crestienté, 

Et bien furent entalenté 

Si desciple preus et vassaulz 

A souffrir les mondains assaulz, 

Et que tous le jors à devise 

Croissoit la fois de sainte Yelise 

Aus simples gens qui le sivoient 

Et à son example vivoient, 

Si pria Dieu, le poissant Pere, 

Quar ce fu don commun acort 

De tous trois, sans nul desacort, 

Que li cors fust deifiez 

Et par tormens glorefiez, 

Quar il avoit bien deservie 

L'onor de pardurable vie. 
L'Ovide moralisé 14.4671—4697 


When the loving pity and the pitying love of the Son of God saw His son, 
Aeneas, which is to say His own flesh, do penance in the varied sufferings 
of the world and saw that already there was sure hope of the Christian 
faith, and that there were such valorous disciples and vassals desiring to 
suffer the trials of the world, every day taking as their motto the increase 
of the faith in the Holy Church among the simple people who followed 
Him and who lived according to His example, so He prayed to God, the 
powerful Father [...] and so it was granted in common accord by the 


I use the text of De Boer (1938). I am grateful to John Gagne and Jenny Gautun for their 
generous help with the translation. 
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Trinity, with no discord, that Aeneas’ heart be deified and by torments 
glorified since he had well deserved the honour of eternal life. 


Similarly, Caesar’s deification in Metamorphoses 15 is explained as a sign of the 
triumphant power of God, the Lord of hosts and of battles. As these examples 
show, Vegio and other humanists who read and quoted the Aeneid and the 
Metamorphoses in the early modern period were working within a tradition 
deeply imbued in the habits of cultural appropriation of Classical texts. It is 
possible that these habits were so ingrained that it was not always necessary 
to spell out the moral and religious messages associated with these canonical 
Classical epics, and that what we should look for in Vegio’s representation of a 
virtuous Aeneas and his just reward is not an assertion as explicit as is found 
in the Ovide Moralisé but something more subtle. As the remainder of this 
chapter will suggest, Vegio's representation of Aeneas is shaped not only by 
his knowledge of the Aeneid and contemporary scholarship on Virgil’s text but 
also by the assumptions he makes as an educated Christian reader of Classical 
literature. Acknowledging these allows us further to appreciate the ways in 
which the Supplement is a product of its times, a continuation of the Aeneid 
that is both a learned and a Christian work. 

Let us turn first, however, to the virtues of Vegio’s Aeneas, which thoroughly 
permeate the text. He is addressed by Latinus as the dazzling light of the Trojan 
race,® and a host of positive adjectives describe him throughout: magnanimus, 
magnus, potens, bonus, pius, optimus and maximus are all seen, often several 
times.96 Though powerful, he is also gentle,®” and is presented as the mildest 
of heroes.5? The “great-souled” hero is thus duly mindful of the importance of 
reverence to the gods above all else,$? and is loved by Jupiter.”° He is concerned 


64  L'Ovide Moralisé 15.7177—7196. Later, Augustus is explained as a representation of the Son 
of God. See Delany (1972) 101. Note also parallels drawn by early modern thinkers between 
the doctrine of the resurrection and passages from both Aeneid 6 and Metamorphoses 15, 
discussed by Wilson-Okamura (2010) 181-185. 

65 lux Troianae clarissima gentis (425). 

66 | magnanimus: 3; magnus: 345, 372, 434, 451, 603, 621; potens: 102, 304, 589, 607; bonus: 327, 
440; pius: 375, 406, 588; optimus: 463; maximus: 537. 

67 Note for example hilari cum fronte (375) and amico pectore (376). 

68 ante omnes mitior unus (72). 

69 See for example 28, 57-58, 123-124, 544—547. The translation of magnanimus as “great- 
souled" is by Putnam (2004). The same adjective is applied to Aeneas' descendants at 
line 560. 

70 608. 
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for his people and about the proper burial of the dead,” and upon Latinus’ 
death becomes the best of leaders, ruling a united and law-abiding Italy.’* He 
is a model both of virtus and of pietas, and instructs his people to follow his 
example.?? Indeed, he is as conspicuous for his virtues as he is for his towering 
stature, regal poise and lambent gaze."* His fame is of galactic proportions,” 
all Italy exalts him with praise to the point of worship," and when he speaks 
his pietas elicits awestruck wonder: 


dixerat, et tanto affatu conversa tenebant 
ora simul stupefacti omnes et apertius ingens 
mirantes pietatis opus. 

Supplement 392—394 


Aeneas had spoken, and they held their faces turned toward him, united 
in their astonishment at his striking speech, all of them even more openly 
wondering at the great manifestation of his pietas. 


Such is his virtus, shared by his descendants, that it makes him (and them) 
worthy of a place among the heavens.”” 

All this may be no more than evidence of Vegio’s wish to present Aeneas 
“as the noblest of pagans, and accordingly worthy even of divinization""9 But 
one passage in the text suggests that Vegio's superlatively virtuous hero is more 
than simply a noble and redeemable pagan, and instead is to be seen as a type 
of Christ. The suggestion comes in an extraordinary simile describing Aeneas' 
love for his Trojan troops and his delight that they have finally escaped the peril 
that has long loomed over them: 


71 Concern for his people: 103-124; for the dead: 55-56, 388—390. 

72 588—592. 

73 | 98-99. On the source for and implications of these lines, see Rogerson (2013) 114-115. 
Aeneas is also said to surpass everyone in virtus at 122-123 and in pietas as well as martial 
prowess at 332—333. His virtus is shared by Lavinia (469) and by their descendants (562). 
For Renaissance understandings of Aeneas'pietas, see Wilson-Okamura (2010) 196-199. 

74 spectatum virtute ducem, 310. For Aeneas’ impressive physicality, see lines 419-421. The 
civilian inhabitants of Latinus' city are keen to see him and particularly impressed with 
his qualities (451—452). 

75 | unum omnes Itali super aurea mittunt / sidera (359—360). 

76 te tota precatur / Ausonia et claris praestantem laudibus effert (366—367). 

77  Seein particular 566, 605 and 617—619. 

78 Putnam (2004) xix. 
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[...] velut exiguis cum ex aethere gyrans 
incubuit pullis et magno turbine milvus 
insiliens avido ore furit stragemque minatur, 
tum cristata ales concusso pectore mater 
consurgit misero natorum exterrita casu, 
rostrum acuit totisque petit conatibus hostem 
et multa expulsum vi tandem cedere cogit, 
dehinc perturbatos crocitans exquirit et omnes 
attonitos cogit pro caris anxia natis 
et tanto ereptos gaudet superesse periclo 
Supplement 107-16 


Just as when a kite whirling from the sky comes threatening over her 
tiny chicks, leaping at them with a great hurricane of flapping and a 
ravenous mouth, raging and threatening a massacre, then the crested 
mother hen rises up, her heart shaken with terror at the wretched plight 
of her young, sharpens her beak and makes for the enemy with all of 
her effort, and forces it at last to yield, driven out with much force, and 
afterwards, cackling, she searches out her distressed brood and gathers 
them all together in a stupefied flock, concerned for her dear children, 
and she rejoices that, wrested from such great danger, they have tri- 
umphed. 


The closest parallel for this simile in the Classical tradition is Achilles' claim 
that he has been like a mother bird bringing every morsel to her chicks and 
taking no food herself as he fought selflessly for the Greeks and an ungrateful 


Agamemnon at Troy.”? A much closer analogue, however, can be found outside 


the Classical tradition— Christ's expression of his concern for the people of 
Jerusalem, which appears in the gospel of Matthew:?? 


79 


80 


Iliad 9.323-327. There are also some verbal parallels, as noted by Schneider (1985) 69, with 
Ovid, Met. 2.716-719, where Ovid compares Apollo flying over the beautiful Herse to a kite 
circling over entrails on an altar. 

See also Luke 13:34, where the description of the bird and its young is slightly different: 
quemadmodum avis nidum suum sub pennis. In the Greek New Testament, the bird in 
both cases is an dpvic, a domesticated hen. Brinton (1930) 154 notes the similarity between 
Vegio’s simile and these verses, but as Tudeau-Clayton (1998) 521 and n. 51 notes, the trail 
has not been further pursued. 
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Jerusalem, Jerusalem, quae occidis prophetas, et lapidas eos, qui ad te 
missi sunt, quoties volui congregare filios tuos, quemadmodum gallina 
congregat pullos suos sub alas, et noluisti? 

Matthew 23:37 


Jerusalem, Jerusalem, thou that killest the prophets and stonest them that 
are sent unto thee, how often would I have gathered together thy children, 
as the hen doth gather her chickens under her wings, and thou wouldst 
not? 


The passage would have been familiar to any educated fifteenth-century west- 
ern Christian, forming part of the gospel lectio during the celebration of the 
Feast of St. Stephen on December 26. The comparison it contains is a common 
one in Rabbinical literature?! and the image of shelter under God's wings can 
be found in various locations in the Old Testament.®? Writing around the turn of 
the ninth century, the prolific and influential Smaragdus of Saint-Mihiel com- 
ments on the New Testament passage, demonstrating the popular understand- 
ing among Christian thinkers of late antiquity, the Middle Ages and beyond of 
the image of a hen and her threatened chicks, and—as Vegio also does in the 
Supplement—inserting an aggressive kite into the scene: 


dulcissima similitudo qua se Christus gallinae comparat, nos pullis, per 
quem solum a milvis, hoc est, diabolis, liberi evadimus 
Patrologia Latina 102.555b 


A most delightful simile, in which Christ compares himself to a hen and 
us to her chicks— Christ, by whom alone we, his children, escape from 
kites, that is, from devils. 


The equations of Christ to the mother hen, the chicks to the Christian con- 
gregation, and the malevolent kite to the devil become a commonplace in 
patristic writing, particularly in commentaries on the Psalms.83 A commentary 
attributed to Jerome on Psalm 16:8 and Augustine's commentary on Psalm 62:8 


81 Plummer (1901) 352. 

82 Davies and Allison (1997) 320 and n. 58. 

83 Among others, the comparison is elaborated by Heiric of Auxerre (PL 95.1171d—-1172b), 
Werner of St. Blaise (Pz 157.1092d), Honorius of Autun (PL 172.1050d), Garner of St. Victor 
(PL 193.82d) and Gerhoch of Reichersberg (PL 194.189b and 557d). 


286 ROGERSON 


each lend the weight of their considerable authority to the exegesis,** and there 
can be no doubt that this reading was known to Vegio, whose knowledge both 
of Classical literature and the writings of the Church fathers is demonstrated 
throughout his works.®5 

Vegio's use of the imagery of the hen, her chicks and the kite thus indicates 
that he presents Aeneas in the Supplement not only as a paradigm of virtue, 
but also as a type of Christ. The familiarity of this interpretation suggests that 
the Christian associations of the passage would not have been lost upon his 
Renaissance readers. Further encouragement for a reading of Vegio's Aeneas 
as shaped by Christian imaginative associations can be found elsewhere in the 
Supplement too, in other passages where Vegio pauses for a close look at his vir- 
tuous hero. When Aeneas receives the deputation led by Drances, for example, 
he does so with a jovial countenance (hilari cum fronte, 375) that is unparalleled 
inthe Aeneid but well-attested in the Latin Vulgate where, for example, the con- 
gregation is urged to give gifts with a cheerful expression (hilarem fac vultum 
tuum, Ecclesiastes 35:1) and those of good heart are said to look happy at all 
times (cor bonum in omni tempore vultus illorum hilaris, Ecclesiastes 26:4).96 The 
friendly heart (amico pectore, 376) with which the hero then greets the Italians 
is also much more commonly found in patristic writing than among Classical 
authors.” Even more striking, however, is Vegio's description of Aeneas as mild, 
indeed as milder than anyone else (ante omnes mitior unus, 72). There is little 
mildness in the Aeneid and it cannot be said to be a quality for which any hero 
of Classical epic is renowned.?? In the Biblical tradition, however, there is one 


84 The Hieronyman commentary expands also on the exact implications of the hen's wings, 
reading them as a symbol of the Old and New Testament, protecting the Church (the 
chicks) from the devil as kite (pz 26.860c-d). Augustine specifically quotes Matthew 23:37 
in his exegesis (PL 36.757—758). 

85 See Fanning (1933) xviii for lists of the Classical and Christian authors quoted by, and likely 
to have been known to, Vegio. His education is detailed by Brinton (1930) 8-10 and Fanning 
(1933) ix-xii. For the intellectual, humanist circles in which Vegio moved see Brinton (1930) 
17-24. 

86 | Compare also Proverbs 15:13 and 16:15, Psalms 10335. 

87  Asinglefriendly heart is pierced by love at Ovid, Ars Amatoria 3.737. Compare the friendly 
hearts extolled, among others, by Bede (PL 92.303d and 94.689), Ennodius (PL 63.24c), 
Fulbert of Chartres (Pz 141.209b) and Rabanus Maurus (Pr 112.1588d and 1601b). 

88 The Tiber is mild (mitis, Aen. 8.88) as it gentles its usually tumultuous flow to allow Aeneas 
passage upstream to the future site of Rome (Aen. 8.86—-89). The only other mildness in 
the Aeneid is found in the future predicted by Jupiter, when the ages rough with war will 
grow peaceful (aspera tum positis mitescent saecula bellis, Aen. 1.291). 
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man well known for his extraordinary mildness: Moses, who is said to have been 
“a man exceeding meek above all men that dwelt upon earth" (erat enim Moses 
vir mitissimus super omnes homines qui morabantur in terra, Numbers 12:3). In 
this mildness, Moses resembles God, "sweet and mild and plenteous in mercy" 
(suavis et mitis, et multae misericordiae, Psalm 85:5).89 He is also like Christ, who 
admonishes his followers to "learn of me, because I am meek and humble of 
heart" (discite a me, quia mitis sum, et humilis corde, Matthew 11:29).°° Vegio's 
Aeneas, the one man in the Supplement who is milder beyond all others, is thus 
both like Christ and like Moses, and a significant part of what makes him an 
ideal of virtue for Renaissance readers is the fact that he so closely mirrors these 
Biblical heroes.?! 

Physically, too, Vegio's Aeneas appears Christ-like. When he comes to Lati- 
nus' city his impressive appearance fulfils all the hopes of the citizenry: 


namque omnes super excellens atque altior ibat 
et late regalem oculis spargebat honorem 
sidereis. 


Supplement 4319-421 


For he surpassed all the rest and was taller as he strode along and far and 
wide sparkled the kingly glory from his starry eyes. 


Aeneas' starry eyes have no close antecedent in Virgil or other Classical writers, 
but instead echo a tradition found in the writings of the Church fathers. Jerome 
argues twice that “unless Jesus had had something starry in his face and in his 
eyes the Apostles would never have steadfastly followed him" (nisi enim habuis- 
set et in vultu quiddam oculisque sidereum, numquam eum statim secuti fuissent 
Apostoli, PL 22.627 and 26.152d). This statement is quoted by Bede, Rabanus 


89  Thisisthe Gallican psalter version of this verse (the one normally used in Books of Hours 
and in prayers), see Bernard (1911) for the text and Edgar and Kinney (2011) xxix—xxx for 
its popularity. 

9o Note also the echo of Christ's discite a me in Aeneas’ discite me et pietate sequi (learn also 
to follow me in piety) at Supp. 99. 

91 contra Long (1931) whose review of Brinton is cited by Ross (1981): "There is nothing in 
XIII to lend such [Christian allegorical] colour, except the hasty apotheosis at the close. 
A study of the epithets for Aeneas lends no support" (549). On the popularity of Moses 
as a representative of an ideal ruler and law-giver in the Renaissance, see Foster (2014). 
Aeneas' role as law-giver is stressed at Supp. 592. 
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Maurus and many of the other Church fathers:?? its ubiquity across the full 
range of early Christian writing in Latin suggests that it too was probably known 
to Vegio, and a likely source for his depiction of a supremely virtuous Aeneas, 
revered as a bringer of peace and example of outstanding virtue. 

With the Christian framework in which Vegio constructs Aeneas’ character 
in mind, I turn now to the concluding section of the Supplement, where the 
poet describes Aeneas’ soul being taken up to the heavens. Following an appeal 
made by Venus, the hero's elevation is approved by Jupiter, with the following 
instructions and promise:?3 


‘[...] tu, si quid in ipso 
mortale est, adime, atque astris ingentibus adde. 
quin si alios sua habet virtus, qui laude perenni 
accingant sese et gestis praestantibus orbem 
exornent, illos rursum super aethera mittam: 

Supplement 615-619 


‘If there is anything mortal in him, you remove it, and place him among 
the mighty stars. And if his virtue takes hold in others, who furnish them- 
selves with everlasting praise and adorn the world with their outstanding 
achievements, then I will send them in turn beyond the upper air’ 


As Michael Putnam has shown, the injunction that Venus should remove any- 
thing mortal from Aeneas and her subsequent fulfilment of this command, 
as she has the river Numicius wash away Aeneas' mortal parts, are deeply 
indebted to the description of Aeneas’ deification in the Metamorphoses.9^ 
Jupiter's additional promise, however, that all those who follow Aeneas in vir- 
tus will be similarly rewarded with a place in the heavens does not have such 
close Classical antecedents and is more reminiscent of the theology of redemp- 
tion than of Virgil's forecast of the earthly glory of Aeneas' imperial descen- 
dants.?5 Similarly, there is an inescapably Christian overtone to the Christian 


92 See PL 2.772C, 92.92C, 99.456b, 105.1014C, 106.1433b, 107.1043C, 114.153c, 120.712a, 120.1017b, 
169.2948, 186.369¢, 212.578d. 

93 The pattern of an appeal by Venus and the consequent reiteration of a promise by Jupiter 
follow those in Aeneid 1.227—295; the ring composition adds further to the impression that 
Vegio's Supplement brings the Aeneid to a close. 

94 Putnam (2004) xiv-xv. 

95 Only the mysterious "Caesar" of Aeneid 1.289—290 follows Aeneas up to the heavens, due 
to his martial achievements. 
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Vegio's description of a joyful Venus bearing Aeneas’ fresh and fortunate soul 
aloft (laeta recentem / felicemque animam secum super aera duxit, Supp. 627- 
628), adding a contemporary nuance to verbal echoes of Virgil's descriptions 
of souls in the underworld.?6 The anima felix (fortunate soul) of the Christian 
believer is a commonplace in patristic texts, and the impression that Aeneas 
here is a model for a virtuous Christian?" offering hope of eternal life, is fur- 
ther strengthened by the ways in which Venus' role, placing Aeneas among the 
stars in the penultimate line of the poem (immisitque Aenean astris, Supp. 629), 
echoes the belief sometimes seen in the Middle Ages that the Virgin Mary not 
only acted as an intermediary between the Christian congregation and God, 
interceding on the behalf of penitent sinners, but could also help to guide souls 
up to heaven.?8 

A reading of Vegio’s ending along these lines is strongly hinted at by the 
woodcut which illustrated the final lines of the text in the 1502 edition of Vir- 
gil's works printed by the humanist scholar Sebastian Brant. These woodcuts 
were intended to be exegetical, as an introductory poem makes clear.?? In par- 
ticular, they were intended to point out the moral message of the poems they 
accompanied, for the benefit of a relatively unlettered audience.!?? They thus 
offer an invaluable window into how an erudite near-contemporary of Vegio's 
understood his text and thought it should be presented to a contemporary 
audience. Six nearly full-page woodcuts illustrate the Supplement. The last is 
associated with the final lines of the text, and shows a number of scenes from 
the conclusion to Vegio's poem.!?! At the top left Lavinia and Ascanius (both 
labelled) stand with an unidentified older man outside a city. In the centre 
Jupiter, dressed only in a loincloth and holding a sceptre in his left hand, leans 


96 Souls are fresh (recentes) at Aen. 6.341 and fortunate ( felices) at Aen. 6.669. 

97 Pinti (1993) 341-342 notes that Gavin Douglas’ translation describes Aeneas here as “ruth- 
ful’, further hinting at such a reading. For Douglas’ emotional and ruthful hero, see further 
Gray (2001) esp. 29. Another indication of the contemporary understanding of the end of 
the Supplement is given by Ross (1981) 218 who details how the twelve-line verse synopsis 
attached to the Supplement echoes verse prefaces to medieval saints' lives in its statement 
that the blessed (beatus) Aeneas finds his end among the stars. 

98 See, for example, Clayton (2003) 106-108. For Mary as intercessor, see Rubin (2009) 16- 
117, 132-134, 224. 

99 Patterson (1987) 92-94. 

100 Much ofthe poem is taken up with praise of artists of the ancient world, who knew how 
to depict morals and character (qui pingere mores / novit). 

101 A high-resolution scan can be found in the digital resources offered by the Universitäts- 
bibliothek Heidelberg, at http://digi.ub.uni-heidelberg.de/diglit/vergili502/0843. 
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against a rock, with a naked Venus kneeling at his feet, looking up at him as 
she clasps his foot and lower leg in supplication. Below her and to the right, 
Latinus is seen on his funeral pyre. In the bottom left-hand corner Aeneas 
lies prone on a river-bank with his hands clasped over his groin and dressed 
like Jupiter only in a loincloth. Venus stands in the river by his side, watching 
over him with a concerned expression as a tiny soul, in the form of a naked 
miniature person, its hands folded before it in prayer, emerges from his mouth. 
Both Jupiter and Aeneas, so similarly clad, are strongly reminiscent of depic- 
tions of Christ as the Man of Sorrows frequently seen in medieval woodcuts, 
and Aeneas’ tiny nude humanoid soul recalls the souls leaving the mouths of 
dead Christians in medieval and Renaissance art.!?? The illustration suggests, 
as I have argued above that the Supplement does too, that Vegio's Aeneas is to 
be seen both as a Christ-figure and as a model Christian, a son who strongly 
resembles his divine Father. Accompanied by a mother who in her posture and 
appearance iconographically recalls both the Virgin Mary and Mary Magdalen, 
Brant's vision of Vegio's Aeneas strongly promotes an understanding of the Sup- 
plement coloured and informed by the Christian culture and its conventions of 
expression within which Vegio lived and worked. 

The Supplement offers to the Aeneid a continuation in which Classical learn- 
ing and Christian reading practices are intertwined. It is a text of its time, writ- 
ten by a prodigiously talented and highly educated humanist, whose learning 
encompassed the Latin Vulgate and the writings of the Church fathers as well 
as the literature of ancient Rome. In some ways, it is quite a familiar poem to 
a modern Classical audience: sophisticated and dense intertexts mark its close 
engagement with earlier Latin poetry, and we can see hints too of patterns of 
reading in the Renaissance similar to our own—in particular, as I have argued 
elsewhere, in Vegio's sympathetic treatment of the character of Turnus.!?? The 
manner and means in which Vegio appends an ending to the Aeneid also con- 
form to the expectations of modern reading audiences about closure and how 
it is imposed.!^^ The moralizing and Christian strand in the text, however, is 
unfamiliar—so unfamiliar that it has not yet been fully appreciated by Classi- 
cists, though scholars working on Gavin Douglas' translation and the reception 
of Virgil in the English Renaissance have been more attuned to its possibilities. 


102 Compare, for example, the souls depicted as naked babies being fought over in the 
fourteenth-century fresco "The Triumph of Death" in Pisa, on which see Carletti and 
Polacci (2014) 99-101. 

103 Rogerson (forthcoming). 

104 See Buckley (2006), with Fowler (1989) and Hardie (1997) on closure in Latin epic. 
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The story of the Supplement in scholarship shows us how much we still have to 
understand about the ways in which Classical literature was read and appro- 
priated in the past, and how differently it was read from the ways in which we 
read it in the western traditions of the early twenty-first century. 
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Ending the Argonautica: Giovanni Battista Pio’s 
Argonautica-Supplement (1519) 


Emma Buckley 


Introduction: Ancient Argonauticas 


The Argonautica—the tale of Jason, his quest for the Golden Fleece along- 
side a band of Argonaut brothers, and his capture of the Fleece with the 
help of the Colchian witch-maiden Medea—is a very old story indeed: Argo 
is already marked out in Homer’s Odyssey as “well known to all" (rt&ct u£Aovco, 
Od.12.70). Time and again authors of classical antiquity, both Greek and Roman, 
addressed the quest for the Fleece and its aftermath, in lyric (Pindar’s fourth 
Pythian), elegy (Ovid's 12th Heroides), and of course tragedy, where Euripides’ 
and Seneca’s Medeas to this day dominate in modern receptions of the myth. 
The tale not just of the attainment of the Fleece, but also the adventures of the 
Argonauts along the way, was, however, tackled most fully in the Hellenistic 
Argonautica of Apollonius Rhodius (written in the first half of the third century 
BC). Apollonius’ four-book epic—not only a narrative of marvellous adventures 
butalso a treasure trove of aetiological, genealogical, ethnographical and scien- 
tific writing—sparked intense emulative response from Latin imitators, above 
allin the Argonautica of Varro Atacinus (now existing only in fragments), a late 
first-century BC translation of Apollonius that acculturated the Greek mytho- 
logical epic to the contemporary nautical exploits of Julius Caesar.! But it would 
take the arrival of a new imperial dynasty, the Flavians, and another emperor 
famed for sea-faring exploits—Vespasian—for a Roman author to treat the 
myth of Argo once again in epic. 

Valerius Flaccus new Flavian Argonautica—written between 70 and 
96 AD—was no mere translation of Apollonius. Melding the plot of Apollonius’ 
Greek epic with a distinctly Roman and Virgilianizing treatment of subject mat- 
ter, Valerius jettisoned the ostentatious erudition of the Apollonian piece to 
concentrate instead on the heroic nature of the quest and its “recuperated” 
hero, refiguring Jason as an Aeneas-style dux rather than Hellenistic "anti- 
hero" Medea, too, becomes a distinctly Roman virgo—one who struggles with 


1 On Apollonius, see esp. Hunter (1993a), Papanghelis & Rengakos (2001); on Varro's Argonau- 
tica see Braund (1993); Newman (2008) 319-321. 
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pudor and who displays a vulnerability absent in Apollonius’ terrifying witch- 
maiden.? Indeed, in our last glimpse of Valerius’ Medea—as the Argonauts urge 
Jason to abandon her on the island of Peuce after their marriage and in the face 
of a threatening Colchian fleet which has come to re-claim her—she bases her 
appeal to Jason not just on the supernatural help she has provided, but also 
on the distinctly Roman grounds of pietas (Arg. 8.415-444). Yet we never learn 
how Jason responds to this appeal, or indeed how Valerius intends to bring the 
Argonautica to a close. As Jason embarks on a stuttering reply—"Do you think 
I deserved something? Do you think I wanted such things to happen?” (‘mene 
aliquid meruisse putas, me talia velle? Arg. 8.467)—the text breaks off. 

The Flavian Argonautica thus ends ona classic cliff-hanger roughly mid-way 
through its eighth book.? As Barbara Smith, the author of the first structural 
study on closure remarked, “the perception of closure is a function of the per- 
ception of structure"; and the question not just of structure but also structural 
influence has dominated modern speculation about the ending of Valerius' Arg- 
onautica.^ In an analysis which pitches the various specific possibilities offered 
by Apollonius (Valerius' modello-esemplare) against the generic example of 
Virgil (Valerius' modello-codice), Debra Hershkowitz concludes that whatever 
Valerius intended—a scheme of eight books, ten or twelve; a conclusion by 
duel between Absyrtus and Jason (following the Virgilian model of Turnus and 
Aeneas); or arrival in Thessaly (following Apollonius); or even an ending which 
encompasses the next stage of the myth, Medea's murder of Pelias—it is the 
very incompleteness of Valerius' epic that creates such richly diverse interpre- 
tative potential in the whole work.5 


Ending the Argonautica (1): Maffeo Vegio's Vellus Aureum 


Where current scholarship embraces Valerius' open-ended incompleteness, 
for supplementary-minded Renaissance scholars the Argonautica provided 


2 On Valerius’ banalizzazione of Apollonius, see Venini (1971), esp. 590—593, and further below. 
The Companion to Valerius Flaccus (2014) offers analysis and further bibliography on Valerius 
and Virgil, and the characterization of Jason and Medea. For Valerius' Romanized Medea, see 
also and especially Zissos (2012). 

3 Theconsensusis that Valerius died before finishing the poem; see however Ehlers (1980), who 
believes the Argonautica was mostly complete, with part of the poem lost in transmission. 

4 Smith (1968) 7. For closure in classical epic see Hardie (1997). 

5 Hershkowitz (1998) 34. The influential distinction between 'example model' (modello-esem- 
plare) and ‘code-model’ (modello-codice) comes from Conte (1984). 
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a different interpretative challenge. While continuators of Virgil’s Aeneid or 
Lucan's Bellum Civile had a certain amount of creative licence in shaping 
their own endings, Valerius’ imitators had—uniquely—the full story already, in 
Apollonius' Hellenistic epic, manuscripts of which had begun to arrive in Italy 
in the fifteenth century? Indeed, a full Apollonian Argonautica was available 
earlier than a Latin one, for the first manuscript of Valerius' Argonautica, 
discovered by Poggio Bracciolini in the monastery at St. Gallen, Switzerland, 
in 1416, contained only the first half of Valerius’ poem (Arg. 11-4.317, with Arg. 
1.393-442 and 2.240 missing). It was only in 1429 that a “complete” Valerian 
Argonautica was found and transcribed (by Niccoló Niccoli), and it was not 
until 1474 that the editio princeps was published, by Ugo Rugerius and Dominus 
Bertochus.’ 

A possible early example of a continuation of Valerius may be found in Maf- 
feo Vegio's 1431 Vellus Aureum, a four book mini-epic in hexameters (roughly 
1000 verses in total) which begins with the Argonauts already most of the way 
through their journey, about to arrive in Colchis (i.e. roughly where the St. 
Gallen Ms (Arg. 11—4.317) breaks off).8 In a proem which begins by refusing 
to treat the early episodes of the Argonautic voyage (VA. 111-14), Vegio declares 
Sola autem, quae sunt Colchorum in litore gesta, / expediam, raptum Phrixeae 
pellis honorem, / vesanos sequar Medeae ardentis amores (“I will recount only 
deeds done on the Colchian shore. I will pursue the stolen glory of Phrixus' 
fleece and the frenzied passion of enflamed Medea" va. 1.15—17).? Vegio depicts 
Medea falling in love with Jason, his completion of the tasks set by Aeetes, and 
their escape from Colchis, before the epyllion climaxes with Medea's murder 
of her younger brother Absyrtus and Aeetes' curse upon his daughter, with a 
speech that brings the poem into touching distance with the Senecan Medea: 
“And in the end, after she has roamed sea and earth and sky as a fugitive, needy 
and despised, may she bring a bloody death upon herself!” (“At demum maria 
et terras caelumque pererrans / exsul, egens, despecta, sua se caede cruentet!”, VA. 
4.246-247). 

Could Vegio have seen the St. Gallen Ms of Valerius’ Argonautica, compris- 
ing only the first four books, and continued it? He was certainly no stranger to 
the art of supplementation, for his 1428 Supplement to the Aeneid was highly 


6 See Schade & Eleuteri (2001) 41-48. 

7 See Taylor-Briggs (2014); Zissos (2006) 173-174. 

8 A modern edition with introduction and commentary is Glei-Kóhler (1998); see also Putnam 
(2004). For further bibliography on Vellus Aureum see Glei-Kóhler (1998) 16. 

9 Textand translation of Vegio are from Putnam (2004). 
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popular throughout the Renaissance.!? And it is striking that Vegio draws upon 
Apollonius' Argonautica in an intense but extremely limited fashion when he 
lists the participants of the expedition: at just the place where there is a lacuna 
in the Poggio Ms and all its apographa (Arg. 1.393—442: cf. VA. 1.36-65 with 
AR Arg. 1.23—233).!! It is tempting, then, to consider Vegio's poem a continua- 
tion of Valerius. Yet the modern editors of Vellus Aureum, Reinhold F. Glei and 
Markus Kóhler, are sceptical that these facts add up to the notion of conscious 
supplementarity. They find no trace of direct influence from Valerius Flac- 
cus, instead analysing Vegio's poem as a conscious "Virgilianization" of Ovid's 
Medea? Whether we wish to consider Vellus Aureum a “true” supplement or 
not, what is most striking about this early reception of the Argonautic myth is 
how limited Vegio's engagement with the poem fully furnished by Apollonius 
is. Vegio's Greek was simply not up to the task of committed, deep, engagement 
with Apollonius Rhodius’ Argonautica. 


Ending the Argonautica (2): Battista Pio's Supplementum 


This problem would not apply to Valerius' next continuator, the Italian human- 
ist Johannes Baptista Pius Bononiensis—or Giovanni Battista Pio (c. 1475- 
1546).!4 Pio was a Valerius Flaccus enthusiast, and in 1519 he produced not only 
a critical edition and commentary on the Argonautica but also a life of the 
poet and hexameter verse supplement to Valerius’ epic, which finished off book 
eight with a further 113 verses, and provided two further books over another 
1300 lines (Book 9 (vv. 520); Book 10 (vv. 790)).!5 Pio was not just interested in 


10 For more on Vegio's life and works see Glei-Kóhler (1998) 8-11; Putnam (2004); on the 
Supplement, see Rogerson in this volume. 

11  SeeGlei-Kóhler (1998) 21-27 for careful analysis of the catalogue. 

12 This position is accepted by Kobusch (2004) 126-127; Zissos (2006) 173 n. 35. I have not 
been able to read Vignati (1959), who argues (p. 14) that Vegio's poem is a true supplement 
(cf. Glei-Kóhler (1998) 20 n. 17). Ehlers (2001) suggests that Vellus Aureum may have been 
written as a deliberate alternative to Valerius’ epic, written to re-establish a “properly” 
Virgilian rendering of the story. 

13 Before the Latin interlinear translation of Andronico Callisto (around 1475), further recep- 
tion of Apollonius can only be found in the three books of Basinio da Parma, begun in 1455 
and left unfinished at his death in 1457: see Ferri (1920); Resta (1981); Glei-Kóhler (1998) 22. 

14 Sometimes also known as Giambattista Pio/Giovan Battista Pio. On Pio's life and works 
see most comprehensively Kobusch (2004) 19-101. 

15 C. Valerii Flacci commentarii Pio Bononiensi auctore cum codicis poetae emendatione ex 
antiquo exemplari dacico additis libris tribus, qui desiderabantur, et Orpheo Latino, Bonon- 
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Valerius, an “on-trend” author whose quality was rated rather more highly in 
the Renaissance than much of the twentieth century.!® A student of Filippo 
Beroaldo (the founder of the rhetorical school of "Apuleianism" and Professor 
of Rhetoric at Bologna (1474-1505)), Pio would succeed to his Chair, produc- 
ing the first Renaissance commentary on Lucretius (1511), and editing, among 
others, Fulgentius, Sidonius Apollinaris and Plautus. Moreover, Pio, in the van- 
guard of Renaissance engagement with Greek classical works, produced Latin 
translations of Greek epigrams by various authors including Sappho, Moschus, 
and Apollonius’ contemporary Callimachus." Pio was, then, peculiarly well 
suited not only to elucidate the artificial and mannered Latin of Valerius in his 
commentary, but also able confidently to supplement the gaps in Valerius’ Arg- 
onautica with the Hellenistic epic of Apollonius. 

As we have already seen, however, modern scholars have stressed how very 
different the Flavian Argonautica is to Apollonius’ epic, stylistically, themati- 
cally and ideologically. A continuation that simply “completes” Valerius with 
a translation of Apollonius—drawing upon Apollonius’ quid with no attention 
to Valerius’ quale—could hardly be counted as a compelling continuation. And 
at first glance, it does seem as if Pio’s Supplement—with its stated aim to com- 
plete the Argonautica “on the basis of Apollonius Rhodius”!®—is rather deaf to 
that difference. Where Valerius excises Apollonius' erudite digressions and aeti- 
ological focus, Pio maintains them.!? Where Valerius has significantly altered 
characterization, for example by making his Hercules a culture-hero, a saviour 
figure whose actions materially advance civilisation, Pio returns to Apollonius' 
depiction of a savage, almost bestial figure (Supp. 10.462—481). And most egre- 
giously, where Valerius has outright altered events—for example by killing off 
the Argonaut Canthus in the war in Colchis (Arg. 6.317-370) or replacing the 
helmsman Tiphys with the Argonaut Erginus (Arg. 5.65—70)—Pio fails to react 


iae 1519—henceforth Pio (1519). On Pio'slife of Valerius see Rieker (1998) 358-359; Kobusch 
(2004) 164-167: on his critical edition of Valerius, see Kobusch (2004) 144-181. 

16 On Valerius’ popularity in the fifteenth and sixteenth centuries see Rieker (1998) 357-358; 
Zissos (2006) 173-178. 

17 See Kobusch (2004) 114-115. Pio frequently translates Apollonius into Latin prose in his 
commentary on Valerius: see Kobusch (2004) 162-163. 

18 = Octaui Libri Argonauticon Reliquum ex Apollonio Rhodio: Interprete Pio Bononiensi, cum 
duobus Aliis Libris Subsequentibus Ex Eodem Rhodio, unde habet perfecta historia argonau- 
tica, Pio (1519) CLXIIII. 

19 Cf. eg. Supp. 9.44—55 and 10.231-243 on the settlements established by the Colchians 
chasing the Argonauts; Supp. 9.183—192, 10.634—635, 10.700—734 on customs and names 
resulting from Argo's passage. 


300 BUCKLEY 


to such alterations in his own continuation. Canthus must die again accord- 
ing to the Apollonian model (Supp. 10.503-520; cf. AR Arg. 4.1485-1501), and in 
Pio's Supplement, itis Ancaeus who somehow has been given the job of steering 
Argo once more (Supp. 10.282295; AR Arg. 4112591276 ).20 

It is no wonder, then, that Pio's continuation has been deemed “a work of 
uncertain artistic merit", praised only on the occasions on which it manages to 
shake off the oppressive mantle of Apollonian influence. Indeed, Pio's most 
recent critic, Andrew Zissos, sees in Pio's project a fundamentally insoluble 
tension between translation of Apollonius and continuation of Valerius, one 
in which the continuator shows only "intermittent moments of alertness" to 
his role as continuator?! Yet I will argue that Pio is both well aware of the 
divergent impulses and preoccupations of the two authors he emulates, and 
closely attentive to the precepts of sixteenth-century translation theory, which 
demanded not just precision in comprehension but also rigour and creativity 
in expression, requiring that the translator "transform" himself to identify fully 
with the source text.?? Indeed, in the introduction and commentary to the 
Supplement written by Pio's son, Giulio Cesare Pio, the younger Pio explicitly 
articulates the differences in style between Valerius and Apollonius as poets, 
talks of the constant effort the continuator has to make to resist the “seduction” 
of the Apollonian model, and (drawing upon the ancient translation-theorist 
Horace) speaks of the "negligent diligence" of the listless metaphrastes who 
merely translates word-for-word.?? 

Given the evidence above of Pio's *mistakes" we may conclude that the con- 
tinuator in the end fails to resist the gravitational pull of the Hellenistic epic. 
Nevertheless, I will argue—in particular, in the characterization of Jason and 


20 For these and other slips see Kobusch (2004) 632; Zissos (2014) 362—364. 

21 Zissos (2006) 174; he records further negative reaction from Caussin de Perceval (1829) ix- 
x. Zissos (2014) does however provide a more positive assessment of Pio's Supplement, and 
the commentary of Kobusch (2004), focusing on translatio, imitatio and aemulatio, offers 
excellent analysis of Pio's use of Apollonius and Valerius. 

22 See esp. Bruni's (c. 1426) De Interpretatione Recta, in Robinson (1997) 57-60. Pio has 
already used similar language in his edition of Valerius, where he asserts thatheis bringing 
that author back to life through his labours (nunc labore nostro redivivus Flaccus): see 
Kobusch (2004) 146. 

23 Cf. Pio (1519) Introduction CLXIIII, esp. Tertium ... quod verbum verbo reddere non pos- 
sumus. Esset enim paduudtepov et absurdum: et ut proprie loquar, diligentia negligens (“In 
the third place ... we cannot render word for word. To do that would both lazy and absurd, 
and to put it more appropriately, the work of one careless in his diligence.”) Cf. Horace, 
nec verbo verbum curabis reddere fidus / interpres ("Nor be concerned to render word for 
word, a slavish translator’, Ars Poetica 133-134). 
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Medea, and in the creation of a strikingly gloomy Valerian Weltanschauung— 
that Pio shows a genuinely sophisticated understanding of the nature of Vale- 
rius’ epic that can be seen throughout the Supplement. In creating this syn- 
thesis of Greek and Roman, moreover, he is not just providing a continuation 
that is “Valerian” in spirit, but is also offering a creative transfiguration of his 
own scholarly edition of Valerius. For one of the great achievements of Pio’s 
commentary on Valerius, reflected in the Supplement itself, is the systematic 
tracking of the influence of Apollonius. Elucidating creatively just how closely 
Valerius’ Argonautica had already responded to Apollonius’ Hellenistic epic, 
Pio’s continuation invites us to examine anew Valerius’ debt to his Greek pre- 
decessor, redressing the balance of a modern critical focus which has hitherto 
largely neglected the Greek past of Valerius’ Flavian epic.** Pio, in other words, 
embraces the role of interpres not only in his role as critic and commentator of 
Valerius but also in his role as continuator.25 


Ending the Argonautica 


Pio’s intention to create a seamless transition from Valerian Argonautica to 
Supplement that is at the same time rooted in Apollonius’ epic is signalled 
from the outset: first, in a declaration that Pio will supplement the Argonautica 
“on the basis of Apollonius and according to his own interpretation’, and then 
in an audacious rearrangement of Valerius’ own text. Concluding Valerius’ 
Argonautica at Arg. 8.466, the edition declares "*FIN1s"26 Pio then offers the last 
line of Valerius’ epic as the first of his own Supplement, before allowing Jason 
to continue in a speech closely based on AR Arg. 4.395-409 (which attempts 
to appease Medea’s anger, points out the extreme peril of their situation, and 
promises that if Absyrtus and Aeetes are intent upon Medea's death, he will 
fight)?" 


24 On Valerius’ edition see Kobusch (2004) 144-180. The only full-length study of Apollonius 
and Valerius is Harmand (1898); Venini (1971) and Bessone (1991) are influential examples 
of the tendency to stress the differences between the two authors. See now also the essays 
in Augoustakis (2014). 

25 Cf. ex Apollonio Rhodio: Interprete Pio Bononiensi ... Pio (1519) CLX1111. On the significance 
of Pio's self-entitled role as interpres—also the name he gives himself in his task as editor 
of Valerius' Argonautica—see Kobusch (2004) 144-146. 

26 Later editions do not use this conceit: see Kobusch (2004) 323. 

27 Inthe passages which follow I use the text of Kobusch and provide my own translations. 
For Apollonius, the edition is Fránkel (1970); translations are from Hunter (1993b). 
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"Me ne aliquid meruisse putas? Me talia velle? (Arg. 8.467) 
Diva viro nimium coniunx infensa fideli. 
Horreo si qua movent animos: ingrataque nobis 
quae te cumque premunt. Sed mollia tempora primum 
captamus, saevique placet mora commoda belli. 
Tot coiere duces hostilique impete turmae 
certatim incubuere odiis mortemque minantur. 
Causa fuga est et noster amor." 
Supp. 8.458-474 


“Do you think I deserved something? Do you think I wanted such things 
to happen? My divine wife is too harsh to her faithful husband. I tremble 
if anything makes you angry, if any ingratitude on my part oppresses 
you. But we are seeking the favourable time, and I am resolved upon an 
appropriate delay to savage war. So many leaders have gathered, and with 
hostile onslaught the cavalry troops have settled around us, emulous in 
their hatred: and they threaten death. The cause is your flight and our 
love.” 


Compare the closely corresponding response from Jason in the Hellenistic 
Argonautica: 

""Toxeo, Saovin và rev cvdcvet odd’ ¿poi adt@, 
AMA Tv’ duUBoAtny SiHyueda nott, 
60c0v SucpEevewv avdpav vepos duqidedyev 
&vexa ced.” 

AR, Arg. 4.395-398 


“Calm down, poor lady. I too take no pleasure in this, but we are looking for 
some way to put off the battle, so large is the horde of the enemy blazing 
around us because of you...” 


Pio's work is clearly a close, if heightened, translation of Apollonius: indeed 
Diva directly translates Jason's opening address, dattovin.28 Yet there are some 
crucial differences too: in Valerius, Medea is already married, as Pio's Jason 
stresses when he calls on Medea as wife and himself as husband (Diva viro 
... coniunx; cf. Arg. 8.415, 419). And while Apollonius’ Jason is quick to make 


28 As Kobusch (2004), whose commentary is very helpful throughout, notes. 
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Medea the object of blame—they are surrounded “because of you” as he rather 
gracelessly puts it—Pio’s Jason, who has already foregrounded his continuing 
fidelity (viro ... fideli), declares their predicament comes not just from Medea's 
flight but also their joint love (noster amor).?? Finally, Pio offers a crucial twist 
on the plan that Apollonius' Jason had put forward to thwart the Colchians. 
While the Greek Jason comes up with a plan to feign alliance with the Colchians 
in order to slay Absyrtus, committing to fight the Colchians only after their 
leader is taken from them by trickery (AR Arg. 4.404-409), Pio's Jason has no 
such devious proposal. If Absyrtus and Aeetes are bent upon Medea's death, 
this much more martial Jason declares he will take the Colchians on in a fair 
fight ("iusta in adversos committam proelia Colchos", Supp. 8.489). The scheming 
diplomat of Apollonius' epic has yielded to Valerius' characterization of Jason 
as confident, battle-hardened dux.39 

Pio shows an equally acute understanding of Medea's characterization. Here 
is her opening response in full: 


Sic ait. Illa gravi ductorem affata dolore est: 
"Num venti mea vota simul tua verba tulerunt 
Aesonide ac pariter curas pepulere priores? 
Tempora causaris subitique pericula belli, 
postquam in deterius lapsa est fortunae Cytaeae 
coniugis et noster non est reparabilis error? 
Nunc Martem differre libet, nunc Colchida bella 
post conubia pacta exspectatosque Hymenaeos. 
Tu tantum confide mihi, placabo furentem 
germanum et blandis componam proelia dictis 
legatos donis mulcens atque effera corda." 

Supp. 8.490-500 


So Jason spoke. She addressed the leader in deep grief: *Have the winds 
then carried away my prayers and your promises alike, Jason, and likewise 
have they dispelled your former love for me? And do you plead as an 
excuse the inconvenient time and the danger of sudden war, after your 
Colchian wife's luck has begun to run out, and our mistake cannot be 
undone? Now it pleases you to postpone battle, now to postpone Colchian 


29 See Rieker (1998) 361; cf. Kobusch (2004) 325. 

30 Fora rich close reading of the Absyrtus-murder which explores further the rehabilitation 
of Jason as figure of martial virtus see Zissos (2014) 368—374. See too Kobusch (2004) 3u- 
314, 637—638. 
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wars—after you've made the marriage-contract and hoped-for wedding. 
Just you trust me: I will placate my raging brother, and I will settle war with 
sweet words, appeasing the envoys and their savage hearts with gifts." 


Once again, Pio’s close adherence to the Apollonian text is clear, particularly 
in the final lines of the speech, which make reference to negotiation with 
Colchian envoys who simply do not feature in Valerius’ Argonautica. Reminis- 
cent too of Apollonius is Medea’s lament that Jason has forgotten his promises 
(cf. AR Arg. 4.355-359, esp. 358-359). But even so, this is hardly the otAod¢ 
ud8oc—or "deadly reply"—of Apollonius’ Medea, who has already struggled to 
contain her “grim anger” and desire to destroy everything, including herself, 
in consuming flames (AR Arg. 4.390—-393; her plan to kill Absyrtus follows at 
AR Arg. 4.410—420). Rather, Pio’s Medea speaks here not as the supernaturally 
powerful witch but as the abandoned lover: like Virgil's Dido, as the younger 
Pio points out in his commentary; or as the Dido of Ovid's Heroides.?! Behind 
this abandoned heroine of course stands Catullus' Ariadne, who had already 
upbraided Theseus with the words 


"at non haec quondam blanda promissa dedisti 
voce mihi, non haec miserae sperare iubebas, 
sed conubia laeta, sed optatos hymenaeos, 
quae cuncta aereii discerpunt irrita venti." 

Cat. 64.139342 


"These were not the promises you once gave me with coaxing voice, nor 
did you order me to hope for this in my wretchedness, but for happy 
marriage, for a hoped-for wedding. The winds of the air scatter all these 
empty promises." 


Here, then, Pio's Medea is recast as an abandoned heroine of Roman epic and 
elegy, an Ariadne or a Dido, in a way that clearly reprises Valerius' own intertex- 
tual strategy in the Argonautica.*? It is only fitting, then, that when Medea and 


31 Pio (1519) CLX1111 (referring to Aen. 4.316) per conubia nostra, per inceptos hymenaeos; cf. 
Rieker (1998) 362. For Ovid, Her. 7.8 (atque idem venti vela fidemque ferent) cf. Kobusch 
(2004) 391. 

32 On Medea and Dido see Hull (1975); Fucecchi (1997); for the influence of other mytho- 
logical heroines, Stover (2011). Kobusch (2004) 331 notes also the intertextual influence 
of Ovid's Scylla (Met. 8.1151, esp. 134-135) on Pio here and 427 (ad Supp. 9.265) of Ovid's 
Byblis (Met. 9.515). 
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Jason get their second wedding, closely written to the Apollonian model, and 
reprising the attendance of flower-gathering nymphs, Argonaut guards, and 
Orpheus playing the wedding hymn (Supp. 10.158-181; cf. AR Arg. 4.1141-1160), 
Pio adds a significant new guest—the pronuba Juno, goddess of marriage—and 
precisely the signs accompanying Dido's doomed wedding (Supp. 10.175-176; cf. 
Aen. 4.166f.). 

Even Dido—vValerius’ major model for Medea—is, however, only ever a 
partial model for a heroine capable of a much more destructive response to 
love, and Pio’s decision to have his Medea classify their love as noster non 
reparabilis error is especially acute. Its sense encompasses the Apollonian 
original, where Medea laments her “mistake” (¿nei tò npôtov &doðny / duTrAaxty, 
AR Arg. 4.413—414) even as she makes her deadly reply; and of course to use error 
as synonym for "love" is well established in the lexicon of Roman elegy. Yet it 
is also the word Medea applies to herself when she first succumbs to love and 
makes the decision to help Jason in the Argonautica proper: "At last, having 
dared to speak in the midst of her grief she spoke: 'By what misfortune, with 
what error am I willingly drawn away, to be thus wakeful?” (tandemque fateri 
/ ausa sibi + paulum medio sic fata dolore est: / “nunc ego quo casu vel quo sic 
per(vi)gil usque / ipsa volens errore trahor?' Arg. 7.7—8; cf. Supp. 8.490). Pio's 
phrase also re-echoes the exact moment at which Medea puts this decision 
into effect, as she casts her spells upon Jason to aid him in the tasks set by her 
father and embraces wrong-doing: 


Inde ubi facta nocens et non revocabilis umquam 
cessit ab ore pudor propriorque implevit Erinys ... 
Arg. 7.461-462 


As a result she was made guilty and her pudor, never to be recalled, 
receded from her face, and the Erinys, closer now, possessed her ... 


In this first speech from Medea in the Supplement, then, Pio astutely re-engages 
the crucial conditions of the Valerian Medea's first submission to infatuation. 
And in the apostrophe which follows—an interventionist tactic used much 
more often by Apollonius than Valerius—Pio skilfully invests the source text 
once again with the kind of infuriate love which has dominated throughout 
the Flavian Argonautica:?3 


33 Barich (1982) 12; Kobusch (2004) 3n. 
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Reckless Eros, great curse, greatly loathed by men, from you come deadly 


strifes and grieving and troubles, and countless other pains on top of these 


swirl up. Rear up, divine spirit, against my enemies' children as you were 


when you threw hateful folly into Medea's heart. 


Improbe Amor, quantis mortalia pectora curis 
involvis miscens odium funebria bella 
et gemitus fletusque graves! Discordia demens 
et manibus Rabies pectus laniata cruentis 
funerea vadunt fraterna per agmina dextra. 
Innumeris agitas discordem caedibus orbem 
aspera cuncta viris fecundo pectore promens. 
Elatus deus arcitenens facibusque timendus, 
quali Medeae complesti corda veneno 
oblitae fratris, patriae oblitaeque parentum! 
Supp. 8.531-540 


Reckless Amor, with what great cares you swamp mortal hearts, mixing 


hatred, deadly wars, and groans and heavy weeping! Mad Discordia and 


Rabies— scored across the chest with bloody hands— pace amongst the 
fraternal battle-lines with death-dealing hand. You agitate the discordant 
world with countless slaughter, furnishing from your fecund breast all 


things calamitous to mankind. Lofty arrow-bearing god, a fearful figure 


with your torches, with what poison did you fill the heart of Medea, 


forgetful of brother, fatherland and parents! 


Pio's improbus Amor is of course not just direct translation of Apollonius but 


also literary reminiscence of the improbus Amor which destroyed Virgil's Dido 
(improbe Amor, quid non mortalia pectora cogis!, Aen. 4.412). But there is some- 
thing again distinctly Valerian about Amor's effects here, for Discordia and 


Rabies were last unleashed at Lemnos (Arg. 2.204, 206) in a “civil war" insti- 


gated by an infuriate Venus between wives and husbands, and that complex of 


imagery pointedly informs the fraternal blood of Absyrtus which is about to 
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be spilled by Medea and Jason. And while Pio refuses to import the far from 
Christian imprecation with which Apollonius’ narrator ends, his alternative— 
to picture a Medea forgetful of brother, father and fatherland—is once again 
closely attuned to Medea’s experiences in Valerius’ Argonautica, recalling as 
they do the day of her wedding, at which “harmonious” (unanimes) Venus and 
Amor attended (Arg. 8.232), and Medea celebrated the day “forgetful of her 
woes" (oblita malorum, Arg. 8.238).9^ 

Pio's consistent depiction of Medea throughout the Supplement as a woman 
in thrall to error and Erinys shows a commitment to Valerius' characterization 
of a heroic virgo persecuted by the gods and deserving of more pity than 
the calculating, brooding and unsettling Medea of Apollonius' fourth book. 
Indeed, when Arete does help Medea with persuasive words to her husband 
Alcinous, she goes far beyond Apollonius' Queen, who terms Medea's actions 
foolish behaviour (“she made a mistake" (à&oðn, AR Arg. 4.1080)). Instead, Pio’s 
Arete recasts Medea as a pia virgo standing up to the tyranny of her father 
(Supp. 10.96—97) and calls upon her husband, as a just king, to favour the 
pious— "Ergo pios, rex iuste, fove!" (Supp. 10.101). In fact, this Arete goes even 
further, introducing Medea as a woman who in giving aid to the Greeks has 
distinguished herself in pious daring: 


“O dulcis coniunx, oppressam Aeetida curis 

exime, quae Minyas fovit cognataque Graii 

arma ducis facilemque piis se praebuit ausis ...” 
Supp. 10.86-88 


"Dear husband, lighten the load of Medea's cares, she who aided the 
Minyae and the kinsmen allies of the Greek leader, and showed herself 
apt in deeds of pious daring ..." 


Arete here reaches beyond the example set by Medea herself in the Argonau- 
tica to frame her as the most outstanding female example of virtue in Valerius' 
Argonautica —Hypsipyle, the glory of her fatherland and, famously saviour of 
her father, whose deeds of great daring Valerius himself applauds (ingentibus 


34 See Schimann (1997), who sees in the Lemnos episode the key to the entire Medea-love 
narative. Hardie (1993) 43-44 shows how indebted the Valerian episode already is to 
Virgil's Dido-narrative. For further play on the Erinys-motif from Pio see esp. Supp. 9.265- 
267, contrasting AR Arg. 4.739; and for error/Erinys, Supp. 10.26—29, 31-32 versus AR Arg. 
4.1011-1019. 
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ausis, Arg. 2.242).?5 By such means, Pio does not just continue to characterize 
his Medea as pia virgo, resisting Apollonius’ character development to the very 
end: he also displays a genuinely sophisticated understanding of the means by 
which Valerius articulates the nature of amor and its effect on Medea, draw- 
ing upon the same intertextual and intratextual strategies already used by the 
Flavian epic. 


Pio's Neo-Latin Argonautica 


We have seen, then, how Pio adheres to “Valerian” characterization even when 
offering close translation of Apollonius. But it is not just in character-study 
that Pio resists the gravitational pull of the Hellenistic epic. Pio also imports 
the gloomily oppressive world of Valerius' Argonautica, whose preoccupation 
with dissimulative tyrants, the incursion of “Romanizing” civil war, and the 
corruption of power has long been noted.?9 Of course, treachery abounds in the 
Hellenistic Argonautica too—the death of Absyrtus is a clear case in point— 
but right from the beginning of the Supplement Pio intensifies the atmosphere 
of deceit. In Apollonius’ Argonautica, when Absyrtus goes to his death, he is 
emphatically deceived (aivotétyow bnocyecinat GoAwOs(c, AR Arg. 4.456): but 
in Pio’s continuation, Absyrtus is not only deceived, but is also a deceiver 
(fallax) as he goes to parley with his sister Medea (Supp. 8.551).3” The whole 
atmosphere, in fact, is treacherous—as the narrator puts it, “Firm faith is to 
be found nowhere!” (Nusquam tuta fides!, Supp. 8.545)—and throughout the 
Supplement the savagery of Aeetes and the Colchians is emphatically stressed. 

We have already seen Queen Arete stress, for example, in opposition to the 
just rule of her own husband Alcinous, the tyranny of the grim, enraged and 
iniquitous Aeetes (Supp. 10.86-111): an emphasis on good governance versus 


35 Note too Medea's final act in the Supplement, the murder of the bronze giant Talos 
from afar with magic. In Apollonius’ account Medea's evil mind-set and “grim power" is 
foregrounded (cf. esp. AR Arg. 4.1676—1677). But Pio's Medea speaks piously (pio sermone, 
Supp. 10.669-670), motivated, as the commentary glosses, by compassion and the desire 
to lighten the Argonauts' woes: Pio (1519) CLXXXVII. 

36 See Bernstein (2014) with further bibliography. 

37 Cf. the commentary ad. Supp. 8.548—550: Heros: Iason: quem honesto nomine vocat non ob 
amorem aut reverentiam: sed ut tegeret insidias ("Heros: Jason. He calls him by this true 
name, not on account of love or respect, but in order to conceal his deceitful plans", Pio 
(1519) CLXv). Medea too is fallax (Supp. 8.518). On Absyrtus, cf. Zissos (2014) 371 n. 30. 
Kobusch (2004) 353. 
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bad, not to be found in Apollonius’ text, where the Hellenistic Arete, in a 
display of realpolitik, merely notes that while the Greeks are allies, Aeetes is 
an unknown quantity who lives far away (AR Arg. 4.1074-1076). And at the 
very outset of the Supplement, too, we have seen Jason take the same tactic, 
simultaneously re-echoing the tyranny of Pelias which motivated the quest in 
Argonautica1 (aspera iussa, Supp. 8.475; cf. Arg. 1.200), and intensifying Medea's 
terror with a vividly realized picture of Medea's future humiliation at the hands 
of the Colchians, led in sordid triumph beneath the savage gaze of family 
and amid the hostile muttering of the mob (Supp. 8.474—483).3? This extensive 
speech goes far beyond the understated speculation of the Apollonian source: 
“8 tot xal piyiov Ayos / Eocetatt, et ce Oavovtes EAwp xstvotet Aimowev’” (“If we join 
battle, we will all perish in hateful death, and the pain will be even worse for 
you if our deaths leave you an easy prey for them’, AR Arg. 4.402-403). Here 
too Jason makes the case for just versus unjust governance, as he declares he 
will fight "just wars" (iusta proelia) if the mad arrogance (vesana superbia) of 
Absyrtus and the savage (efferus) Aeetes insist on war (Supp. 8.484—489).?? 
Such a vision of worldly power—often articulated in displays of verbal art 
and artifice which exceed the more measured strategies of persuasion that 
we find in both Apollonius and Valerius—may not simply reconstruct a jaded 
Valerian Weltanschauung, but also reflect upon Bologna's troubled present.^9 
Indeed, Beate Kobusch sees in Pio's Jason not simply the attempt to follow 
Valerius' Aeneas-style characterization, but also to create the model of a new 
kind of Renaissance hero. Yet if Pio's Jason is motivated by a modern notion of 
justice, this makes his murder of Absyrtus all the more difficult to contemplate, 
and Pio does not shy away from much more overt critique of his character 


38 For further "Valerian" language of tyranny see esp. Supp. 9.212 with Arg. 7.579, 8.60; Supp. 
9.213-214 with Arg. 5.659. 

39 Note, for example, in Jason's speech alone striking hyperbaton (e.g. Supp. 8.468), bold 
alliteration (mortemque minantur, 473), and the clever use of metre, the double elision 
of 473 reflecting the frenzy of the forces closing in, while Arete opts for emotive questions 
and exclamation (Supp. 10.91, 101, 10), deploys argument not only ab utili (as Apollonius") 
but also ab honesto (92—97) and ab impossibili (101-102), and offers a barrage of antithesis 
contrasting the pia virgo with her iniquus pater. For further on Pio's lexical, stylistic and 
metrical choices see Kobusch (2004) 600-626. On Valerius' mannered style see Barich 
(2014) esp. 33-35 with bibliography; on Apollonius' style, which shows much less interest 
in rhetorically charged speech-making, see Toohey (1994); more generally, Hunter (2001). 

40 X See Kobusch (2004) 60, 71-72, noting that Pio lived through the events which provided 
much material for Machiavelli's Il Principe: Pio himself authored a short poem De Pace 
(1503) and a longer six-book epic on the history of Bologna in 1510. For further contempo- 
rary resonances see Kobusch (2004) 345 n. 1009; also 380—381, 393, 415, 497. 
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than the ancient texts allow. While we have seen Pio work to lessen Jason's 
responsibility for the plan to kill Absyrtus (indeed Pio skirts the issue of an 
explicitly articulated plan for murder from Medea too), when it comes to 
the actual slaughter he applies the epithet saevus tyrannus to Jason himself, 
a pejorative term we have not seen in Valerius’ Argonautica (albeit focalized 
through the experience of Absyrtus (Supp. 8.562—563)).*! The same loaded 
word has also been applied earlier to Jason, as the recipient of the gift of Thoas' 
cloak (a symbol of a previous desertion, since it was given by Hypsipyle “to the 
Greek tyrant” on his departure from Lemnos (Argolico ... tyranno, Supp. 8.511)). 

Indeed, in an innovative coda to the murder of Absyrtus, we may see Pio 
offering his own solution to this most problematic act committed by the heroic 
vir and pia virgo so obviously otherwise recognizable as Valerius’ characters. 
After the pair have committed the murder, and Medea seeks absolution from 
Circe, the nymph explicitly condemns the shamefulness of love itself in com- 
pelling her to crime in words that transform the speech of Apollonius’ Circe, 
who merely laments Medea’s “shameful journey” (AR Arg. 4.739): “Sic cogit 
amor, sic incitat ira. / Pro miseram, qui turpis amor! Quae tristis Erinys / impulit 
in facinus tantum!” (“So love compels, so anger incites. Ah, you wretch, how 
shameful love is! Which dreadful Erinys has driven you to such a crime!”, Supp. 
9.265-267). This condemnation of love is accompanied by a genuine act of love 
from Jason, which—as the continuation’s commentary points out—is entirely 
invented by Pio:*? 


Illa gravi iamdudum oppressa dolore 

desiccat levi rorantia lumina peplo, 

donec Iolchiacus deflentem sustulit heros 

et—iuvenem comitatus Amor—suadere salutem 

incipiunt blandoque levant sermone gementem. 
Supp. 9.276-280 


Medea, so long now burdened by weighty pain, dries her tearful eyes on 
her fine robe, while the Iolchian hero gathered her up in his arms as she 
wept, and—Amor accompanying the young man—they begin to urge her 
to cheer up and lighten her groans with coaxing words. 


41  CfZissos (2014) 371, who reads this moment as the nadir of Jason's characterization in the 
Supplement, a low-point from which the hero will re-attain heroic status. 
42 Pio (1519) CLXXI. 
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In this act of consolation, Pio recalls the Jason of Valerius’ Argonautica, who 
had comforted his lover before (Arg. 7.412, solatus amantem [est]). But this 
moment also reverses the roles played by Jason and Medea herself before the 
murder of Absyrtus, when Medea comforted her “sad lover” Jason (Phasias 
his maestum solatur amantem, Supp. 8.502) and forced him to undertake the 
treacherous murder of Absyrtus (Supp. 8.501—504). Pio’s reading of the murder, 
in other words, suggests that it is not only Medea in this Supplement who is 
subject to the compulsion of the Erinys: Jason too suffers from a love which 
forces him in turn into the role of tyrannus. This moralizing approach to 
the consequences of love—its depiction as a mutually damaging error now 
felt as much by Jason as Medea—constitutes a significant turn away from 
the preoccupations of the ancient Argonauticas, but sits well in the scholarly 
context of a sixteenth-century interpretation of the motivations and costs of 
love.43 

As much as Pio’s Supplement positions itself as the “completion” of Valerius 
on the basis of Apollonius, then, it is also a document entirely of its time in its 
rhetoricity, its moralizing approach, and its interest in the depiction of power 
more broadly. Even Pio’s interest in the aetiological and scientific—which 
clearly does not emulate Valerius—is inspired as much by the encyclopaedic 
interests and polymathic ambitions of neo-Latin scholarship more generally 
than itis by slavish adherence to Apollonius.‘ But above all, Pio moves furthest 
from his source when it comes to the simile. Beate Kobusch notes that Pio 
has already recognized and adopted Valerius’ general strategy when it comes 
to the Apollonian simile, using this figure as an opportunity to advance his 
own interests (often, the exploration of a character’s psychological interiority 
in more depth).*5 And as Valerius often re-tunes a simile to the contemporary 
concerns of first-century AD Rome, Pio most explicitly brings the mythological 
world of the Argonautica into touch with sixteenth-century Bolognese life here. 


43 Note, eg. Pio's own comments ad Arg. 6.473, (remarking on the special susceptibility 
of women to love); and his notes ad Arg. 7.8 and Arg. 8162 which draw on Plautus' 
and Horace's depiction of the misery of love. For a reading that stresses Pio's moralizing 
depiction of heroism more generally in the Supplement, in line with contemporary ethical 
thought, see Kobusch (2004) 379, 635-641. 

44 See Kobusch (2004) 628. 

45 X "Often Pio wanders and leaves behind the author, in order to as it were clothe and adorn 
the poetic work with flowery detours" (Vagatur saepe Pius et auctorem relinquit: ut floridis 
diuerticalis poeticum opus uelut uestiat: ac exornet, Pio (1519) cLx1111). On Pio's similes see 
Kobusch (2004) 631. 
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The most strikingly original incursion of the modern is in the simile which 
in Apollonius’ text compares the swift motion of Argo, propelled by Nereids 
through the Planktai, to a game of catch played by young girls (AR Arg. 4.948— 
955). In Pio's version the point of comparison is now a strapping youth of 
Bologna, who competes with his young companions and at the same time 
conditions his body while playing the game (Supp. 9.474—485). This version— 
motivated not just by a spirit of literary emulation by also by pietas patriae, 
as the commentary notes—allows Pio a brief moment of praise for his city.*6 
Less developed, but perhaps even more arresting, is Pio's attempt to bring alive 
the fear felt by the Argonauts as they are trapped in the sandy wasteland of 
the Syrtes after a nine day storm, and are convinced that they are going to die. 
Apollonius' simile uses the aimless roaming of the Argonauts as the centre- 
point of comparison, figuring them as men wandering a city “like lifeless ghosts, 
awaiting the destruction of war or plague ora terrible storm,” and accompanied 
by horrific portents, cult statues sweating blood, and untimely darkness at 
noon (AR Arg. 4.1278—1287). 

Pio chooses instead a multi-layered simile, which encompasses the soon- 
to-die plague victim, a countryman unsettled by storm, and the supernatural 
phenomena of Apollonius’ text (Supp. 10.301-314). Yet he focuses, at the begin- 
ning, entirely on the fear felt by the sailors, in a simile which expresses their 
emotion not just through the excitement of a young soldier new to battle, but 
also the pity for him felt by his more experienced comrades: 


Non secus ima pavor crebro praecordia pulsu 

haurit, anhelanti iuvenis cum fervidus ore 

munera Martis init coram duce militibusque 

vulnera et incerti miserantibus ardua belli. 
Supp. 10.301-304 


Not otherwise does fear engulf his hammering heart, when the eager 
youth fights for the first time with gasping breath in the presence of his 
commander and soldiers—who pity him for the wounds and hardships 
of risky war to come. 


Pio here neglects the psychological horror of the Apollonian simile to concen- 


trate on the adrenaline surge of physical fear, forcing an irrational correspon- 
dence between the tyro soldier and the exhausted warriors of the Argonautica. 


46 See Kobusch (2004) 463-464 on this and other moments of praise for Bologna. 
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Nor is there a direct correspondence for the complicating factor in the sim- 
ile, the compassion felt by the already battle-hardened soldiers. But, as Beate 
Kobusch convincingly suggests, the pity focalized through the soldiers within 
the simile refracts the emotional charge demanded of the readers outside it, 
who should be feeling compassion for the Argonauts.*” 

This invitation to empathize once again forges a bridge between the classical 
past and contemporary life. Though it is only a passing moment in a catalogue 
of terrifying experiences to be endured by the Argonauts, it also suggests a 
larger sense of compassion within the Supplement on Pio’s part that can be 
traced right back to its first major episode, the murder of Absyrtus. There, 
Pio offered an insight into the horrific moment at which Absyrtus realized he 
was being attacked by Jason, and tried to react. Throughout the Supplement, 
the changes he has made, as have we have seen, often raise the emotional 
stakes, offering a vision of Medea who is more menaced by the Colchians than 
even in Apollonius, a Jason who is more susceptible to love than his classical 
forebears. In this innovative simile—carefully and closely woven into the larger 
translation and imitation project of the Supplement—Pio offers a microcosmic 
encapsulation of the value of his continuation more broadly. His ambition is 
not only to “finish off” Valerius’ Argonautica in a manner which continues the 
closely-interlinked relationship of Apollonius and Valerius that he had already 
explicated in his commentary. Pio also aims to bring that Argonautica back to 
life, animating it as a text which can speak to his contemporary readers as a 
relevant and engaging experience. 
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Redressing Caesar as Dido in Thomas May’s 
Continuations of Lucan 


Robert Simms 


When Thomas May died in 1650—strangled, according to scurrilous rumour, 
by a pair of bonnet strings that he had tied too tightly beneath his corpu- 
lent chin after a night of heavy drinking—his translation and continuation 
of Lucan’s unfinished Bellum Civile secured for him a literary legacy both firm 
and favourable. He was a keen and able student of Latin and the classics with 
a promising future. After his father, Thomas May Sr., passed away deeply in 
arrears, the privileged life for which he had been groomed was lost. An embar- 
rassing stammer further laid unfavourable odds of success in the law courts. 
Thus he sought his livelihood, as many others had, by courting a literary muse 
and produced much else besides work on Lucan: dramas, translations, histor- 
ical poems, and political writings, all of which varied in success from uneven 
to well-received.! Nothing, however, matched the success of his work in trans- 
lating and augmenting Lucan's unfinished poem; it remained the star to which 
May’s fame would be hitched. Indeed, an epitaph prepared by Marchamont 
Needham chiselled into his grave marker at Westminster Abbey praised May as 
Lucanus alter plusquam Romanus, “another Lucan, more than Roman”. 

May had sided with Parliament against Charles 1, though initially a sup- 
porter, at least at court. May’s allegiances shifted, so the historical gossip goes, 
when his lobby to be appointed poet laureate as Ben Jonson’s literary successor 
failed in 1637.2 The honour went instead to Sir William Davenant. A few years 
later, in 1639, May was passed over as the Chronicler of the City of London. 
This may have been the consequence of Charles electing not to ratify anything 
passed to him by parliament, and not a matter May could have taken as a per- 
sonal or even professional slight. In any event and for whatever reason, May 
took up the cause of Parliament against monarchy. After the Restoration, when 
it was safe to attack the dead, condemnation of May was also achieved through 


1 Foracomplete bibliography of May’s work see Chester (1932) 189-196. 

2 Infairness, May was one of hundreds of literary men drooling over the prestigious position 
and it is unlikely that this disappointment alone was sufficient to create a break in loyalties. 
Chester (1932) 22-24 raises the possibility that his time at Sidney Sussex, Cambridge, with its 
strong Puritan leanings, and where Cromwell had also studied, had influenced May's politics 
much earlier on. 
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Lucan. Before Royalists had May’s remains disinterred and re-deposited in a pit 
at St. Margaret’s Church in 1661 just outside Westminster Abbey, a siste viator 
responding to Needham’s epitaph was fixed to his grave marker linking May to 
Lucan as “an ungrateful traitor to his prince” and the difference between the 
two being that Lucan repented at his death, and May died too suddenly to have 
achance to repent. Still, for as much as May channels Lucan, he works also with 
and against other influences. This chapter will discuss the reception of May’s 
work on Lucan, his efforts to create a closure for his translation of the Bellum 
Civile; and examine the Virgilian influence on the second book of May’s English 
Continuation and Latin Supplement, with especial regard for the way in which 
the Dido-Aeneas paradigm is flipped in order to redress Caesar as Dido in his 
dalliance with Cleopatra. 


Continuing Lucan 


May’s continuation projects come in two versions, both treating the same 
material. There is the English A Continuation of Lucan’s Historical Poem till 
the death of Julius Caesar, published in 1630. And the Latin Supplementum 
Lucani, published in Leiden in 1640. The Latin work was highly acclaimed, 
especially abroad, and occupies a unique place in literature for having been 
published alongside Lucan's epic for over two centuries.’ As a Latin work, the 
Supplementum had the esteem of Samuel Johnson, who put May's Latin verse 
superior to Milton and Cowley, though Walter Savage Landor positions May 
after Milton among the best Anglo-Latin poets.^ Such esteem led Anthony à 
Wood to proclaim that May's Latin epic was "written in so lofty and happy 
Latin hexameter that he hath attained to much more reputation abroad than he 
hath lost at home.”> Despite its praise and wide readership interest in the neo- 
Latin, Supplementum has been hobbled by the publication a decade earlier of 
May's A Continuation of Lucan's Historical Poem till the Death of Julius Caesar, 
which puts the Latin work within a suspicious sphere of self-translation. While 
the order of publication does not give conclusive evidence that the English 
Continuation preceded its Latin counterpart, Bruére points out a number of 
differences between the two works that are sufficient to suggest the Latin is 
a later adaptation of the earlier English work. Most scholars prefer Chester's 


See Poulter (1786) 1 and Bradner (1966) 71-72. 
Bradner (1966) 71 and Binns (1990) 154. 
Wood (1817) 810. 

Bruére (1949) 1453163. 
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view that there is simply no way of knowing which came before which, or even 
perhaps parts growing up alongside each other.” The prevailing notion that the 
Latin follows an English original leads scholars to treat the Supplementum as 
a crib, unworthy of more serious attention.? Nevertheless, scholars frequently 
argue for a discernible shift in May's political concerns between the English 
Continuation and the Latin Supplementum.? 


The End and Scope of Lucan's Bellum Civile 


Inthe final book of Lucan's Bellum Civile, Caesar arrives in Egypt, where he visits 
the tomb of Alexander the Great, is hosted by Ptolemy, meets Cleopatra, enjoys 
a lengthy discourse on the Nile, and endures two assassination efforts. In the 
final scene, the Egyptians have the besieged Caesar trapped on the Heptasta- 
dion mole. His prospects are dire. He doubts escape and the book closes with 
Caesar seeing the image of Scaeva before him. The abrupt ending of Lucan's 
epic raises questions for readers that prove to be as contentious as they are 
difficult to resolve. Put broadly the questions fall into two categories. First, is 
the epic finished or unfinished? That is, does the poem finish how and where 
the author intended? Efforts to demonstrate that the end of the Bellum Civile 
is an intentional literary act are recent interpretations.!° Medieval and early 
Modern readers were not inclined to a similar view and considered the epic 
unfinished, the incompleteness due most probably to Lucan's ordered suicide 
for his involvement in the Pisonian conspiracy to assassinate Nero.” Indeed, 
most readers wished, as May had bid in the prefatory poem The Complaint of 
Calliope against the Destinies, which opens the first publication of the Continu- 
ation, that fate might have prolonged “that thread awhile, until stately song / Of 
his Pharsalia had been finish'd quite"? If the position that the epic is incom- 
plete is taken by readers then two further questions emerge: how would Lucan 


7 Chester (1932) 156. 

8 In the two major studies of Anglo-Latin literature, May garners little more than a mention. 
Bradner (1966) 71 concedes the "remarkable history" of May's Latin but is unwilling to 
consider him alongside those of the other Anglo-Latin worthies in his study. Binns (1990) 
195 offers not more than a nod. 

9 See Cliff (1999) 79-81 and Backhaus (2005) 69-74. On Lucan in May's politics generally see 
Norbrook (1993) 45-66, Norbrook (1999) 225-228, and Paleit (2013) 215-254. 

10 See Masters (1992) 216—259, Tracy (2011) 33-53, and Paleit (2013) 255-258. 

11 As recounted in Tacitus Ann. 15.49, 56—57, 70. 

12 A Continuation (1630), sig. Agr. 
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have completed the scene if he wanted to provide what we might anachronis- 
tically consider closure? And looking further ahead, had Lucan continued his 
poem, to what point in Rome’s history would he have continued? 

Let us consider how May responds to the first of these two questions. By 
the time of his translation, it appears to have become conventional to offer 
some form of closure for Lucan’s epic. In his 1493 commentary, Giovani Sulpizio 
(Sulpitius) composed an u-verse appendicula to cauterize the open end of 
Caesar's final scene.? Both Gorges and May imitated Sulpitius’ coda for the 
endings of their translations. May quadruples Sulpitius' conclusion so that 
Caesar, inspired by the remembrance of Scaeva and finding no safety aboard 
the ships, dives into the Nile and swims ashore: "Now all alone on seas doth 
Caesar floate / Himselfe the Oares, the Pilot, and the Boate" and concludes: 


Two hundred paces thus alone he swam 
Till to the body of his Fleet he came 

His ore-joy'd Soldiers shouting to the skies 
Take sure presage of future victoryes.* 


Since both May's Continuation and Supplementum begin with a vexed Caesar 
on shore, cheered and welcomed by his soldiers on the Nile's banks, this passage 
forms a bridge between where Lucan ends and where May begins, and makes 
a seamless transition from one to the other. And, of course, the “sure presage 
of future Victories" could point to May's own anticipation of success through 
opening further narrative possibilities for Caesar in his Continuation.6 May's 
first book then proceeds through Caesar's war with Ptolemy, who will in the 
end drown when his small boat, filled with so many men trying to flee Caesar, 
capsizes. 

Of course, whether in conjecture or practice, the assumption that the Bellum 
Civile is incomplete raises the further question of where, after the immediate 
scene concludes, Lucan might have closed the work.!” May's Continuation takes 
what he suggests to be the remaining narrative material to the death of Caesar. 


13 Notably, May's Supplementum includes Sulpitius’ verses among its prefatory material. 

14 Lucan’s Pharsalia (1627), sig. T4v. 

15 Bradner (1966) 72. 

16 Since there was but the span of roughly three years between the appearance of the 
complete ten books of Lucan's Pharsalia (1627) and May's Continuation (1630), it seems 
entirely reasonable to suppose the project was on May's mind by this time. 

17 For review of the several arguments see Ahl (1976) 306—326. More recently, Stover (2008) 
571-580 favours the death of Cato as the intended scope. 
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In so doing, he turns the civil war history into a chronicle of Caesar’s remaining 
life and death.!? Fanshawe, however, in dedicatory verses to the Supplementum, 
urged May to carry the historical scope on to Actium. But whatever trajectory 
Lucan may have pursued, it is unlikely that he would have returned to Caesar's 
affair with Cleopatra, an interlude that among historians did not amount to 
much anyway.?? Of course, had Lucan's Bellum Civile continued on to Actium, 
then Cleopatra could likely have resurfaced as Antony's paramour, which Lucan 
may allude to at 10.70—73. In any case, the bulk of May's second book concerns 
Caesar's nine-month dalliance with Cleopatra in Egypt. Since the episode has 
no necessity for the historical narrative and the relationship between the two 
has been adequately (albeit cursorily) covered by Lucan in Bellum Civile 10, we 
are forced to conclude that May sought to indulge his creative muse. Moreover, 
May's use of Lucan dissipates as a model in this second book where he adopts 
a more Virgilian and parodic tack. 


Lucan's Caesar and Cleopatra 


Scholars have long noted the Aenean parallels between Caesar's tarrying in 
Egypt and Aeneas’ protracted stay with Dido at Carthage.?? In broad outline, 
the correspondences remain reasonably stable: Caesar, like Aeneas, neglects 
his duties in preference for indulgence and romance with a foreign queen?! 
When pressed, naturally, the similarities do begin to attenuate. When May 
restructures the analogue for his second book, however, he flips the his model 
in order to recast Caesar in the role of Dido. Unlike Aeneas at Carthage, Caesar 
does not marvel at the buildings and art, at least not at first (1017-38). He 
is, however, keen to visit the cave that is believed to entomb Alexander the 
Great. While Caesar falls from view, Lucan reviews Alexander's career, and the 
narrator discourses freely and critically on tyrants and tyranny without being 


18 See Rossi (2005) 256-257. 

19  Onthis possibility see Ahl (1976) 316. 

20  SeeZwierlein (1974) 54—73 and Berti (2000) 17-18 and 94. On Cleopatra as a model for Dido 
see Keith (2000) 68 and Rossi (2005) 238-239. 

21 These parallels also extend to Antony’s affair with Cleopatra, which had considerable 
currency in early modern literature. See Adelman (1973) 71-101 and Bono (1984) 7-40. 
The later affair likely supplants that of Caesar in literature because their love historically 
anticipates a tragic end. See also Bertman (2000), Galinsky (2003), and Bono (2006). 
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overheard (10.19—52).2? Ptolemy hosts a royal banquet where Cleopatra bribes 
her gendarme and arranges to meet Caesar and requests his aid. Lucan de- 
scribes Cleopatra in the same condemnatory tones as his Augustan predeces- 
sors.?? Lucan's perspective differs from that of his Augustan predecessors only 
in that he identifies her by name. For Lucan she is the shame of Egypt, a ven- 


omous fury, and a second Helen: 


dedecus Aegypti, Latii feralis Erinys, 
Romano non casta malo. quantum inpulit Argos 
Iliacasque domos facie Spartana nocenti, 
Hesperios auxit tantum Cleopatra furores. 
terruit illa suo, si fas, Capitolia sistro 
et Romana petit inbelli signa Canopo 
Caesare captiuo Pharios ductura triumphos; 
Leucadioque fuit dubius sub gurgite casus, 
an mundum ne nostra quidem matrona teneret. 
hoc animi nox illa dedit quae prima cubili 
miscuit incestam ducibus Ptolemaida nostris. 
quis tibi uaesani ueniam non donet amoris, 
Antoni, durum cum Caesaris hauserit ignis 
pectus? 

Bellum Civile 10.59—72 


May translates the passage thus: 


22 
23 


The staine of /Egypt, Romes pernicious 

Fury, unchast to Italyes disgrace, 

As much as Helena's bewitching face 

Fatall to Troy, and her owne Greeks did proove, 
As much Romes broiles did Cleopatra moove. 
Our Capitall the with her Sistrum fear’d, 

With Aegypts base effoeminate tout prepar'd 
To seize Romes Eagles, and triumph get 


See Ahl (1976) 223-224 and Rossi (2005) 244-251. 


E.g. Horace 1.37 and Propertius 3.11. Notably, until the early Modern period Cleopatra does 
not have a substantial voice of her own, and exists wholly as an object of externalized 
opinion and value. So Wyke (2002) 110 argues “any attempt to accommodate Cleopatra 
within Rome and systems for political validation, and to justify her public powers in 


Roman times, would be fraught with difficulty." 
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Who would not pardon Anthonyes mad love, 
When Caesars flinty breast desires could move 
In midst of war, when heat of fight rag'd most, 
And in a court haunted by Pompeys ghost??^ 


And when Lucan wearies of hurling abuses, he has Cleopatra's traitorous eu- 
nuch Pothinus continue condemning her as an incestuous whore. In Bellum 
Civile 10 she easily charms Caesar, and, according to Lucan, if she could win 
over Caesar, it should be no surprise that she subdued Antony as well. Under the 
influence of such seductive power itis understandable that lesser men, such as 
Antony, could be seduced by her charms, if she could draw a spark of fire from 
even Caesar's flinty heart (10.70—72). Indeed, Caesar is keen here in Egypt to 
mix love and arms, and for shame (pro pudor!, 77) forget about his Julia and 
Rome, while the foreign queen deceitfully petitions Caesar sine ullis / Tristis 
adit lacrimis (82—83). And Cleopatra wins him over to her cause. 

Despite her seductive beauty, faciesque incesta (104-105), what compels 
Caesar's gaze most is not really Cleopatra at all, but the wealth she parades 
before him. She strains beneath the weight of so much wealth: Divitias Cleopa- 
tra genit cultuque laborat (10.140). Lucan's description of Cleopatra builds to 
a savage condemnation of her foolishness in exciting Caesar with a parade 
of riches and tempting such a covetous and avaricious man, one, so one who 
desires to have the whole world. It is folly, madness, stupidity to display such 
wealth before Caesar, wealth that even the most venerable of ancient gen- 
erals—Fabricius, Curius, Cincinatus—would want to claim and display for 
Rome. And Caesar wants it for himself! Egypt teaches Caesar how to squander 
wealth: Discit opes Caesar spoliat: perdere mundi, | Et gessisse, audet genero cum 
paupere bellum (10.169-170). For all her beauty, splendour, and guile, it is the 
wealth Lucan's Caesar is most moved by, wealth Caesar has not seen since his 
days with Juba, that most entices him. For Lucan the core of their affair appears 
to be resolved with these accusations and there is not much more to say about 
the two together. Lucan has introduced Caesar to Cleopatra and assassinated 
the character of each. The affair does not require further elaboration, yet in the 
second book of his continuations May revisits their interlude with considerable 
elaboration. 


24 Lucan’s Pharsalia (1627), sig. S2. 
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Return to Egypt's Splendours 


May appears to have taken a special interest in Cleopatra. In his salad days 
with the theatre he wrote The Tragedie of Cleopatra, Queene of /Egypt, acted in 
1626 and published over a decade later in 1639. The play concerns Cleopatra’s 
later career and despite treating the same material as Shakespeare's Antony and 
Cleopatra, appears to have limited the bard's influence and attempted to distin- 
guish itself from his dramatic forerunner.?° Notably, May eschews the romantic 
relationship between Cleopatra and Antony in favour of more political con- 
cerns and an exploration of the difficult decisions made in times of conflict.?6 
In foreseeing her defeat, Cleopatra hopes that in seducing Octavius/Augustus 
as she had Caesar and Antony, she will be able to live an honourable life.?” 
While Cleopatra does not attain the same prominence in May's continuations, 
a strain of political concern persists. Her motivations in May's continuations 
are largely political and this seems to be a preferred position for May as it occurs 
also in his earlier play Cleopatra: regni insana cupido (2.76).28 When Caesar 
must take his leave of her, Cleopatra expresses “seeming grief" at his departure: 
At blandis Cleopatra dolis instructa (2.306). The falsity or pretence with which 
Cleopatra is often presented is not unknown to Caesar either, as Putnam points 
out titulo pietatis (10.363).2° May clearly felt that there was room yet to do more 
with the romantic tryst of the infamous couple and after the defeat of Ptolemy 
in the first book he returns Caesar to Cleopatra to further present their historic 
interlude. 

After Caesar's just and victorious war against Ptolemy in the first book of his 
continuations, May begins the second book by describing how the people of 
Alexandria feast and sacrifice to their gods in thanks to Caesar, little knowing 
how much they owe to Cleopatra’s charm and the shamefulness with which 
she purchased the Memphitica sceptra. To celebrate the defeat of Ptolemy and 
demonstrate her gratitude, Cleopatra holds a great banquet, hosting Caesar. 
This scene revisits the banquet held at the opening of Lucan’s Bellum Civile 
10, and is itself a reflection of Dido’s banquet for Aeneas in Aeneid 1. Instead 
of being taken in by the wealth, however, the eyes of May’s Caesar devour 
Cleopatra's beauty. 


25 See Berry (1964) xlvii-lxii for discussion of the relationship between the two plays. 

26 Jensen (2012) 165. 

27 . Hatchuel (2011) 91-94. 

28 See also 2.87-90. 

29 Putnam (1995) 231. For comparative discussion of Lucan and May's characterizations of 
Cleopatra see Backhaus (2009) 347-371. 
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May signals his revisitation of the Cleopatra and Caesar interlude through 
an imitation of Bellum Civile 10.17-19 and 10.144—145. Recall that in Lucan’s final 
book Caesar initially takes no interest in Egyptian splendour and desires only 
to visit the tomb of Alexander the Great: 


et nulla captus dulcedine rerum, 
non auro cultuque deum, non moenibus urbis 
effossum tumulis cupide descendit in antrum 


10.17-19 


But there delighted with no objects sweetnesse, 
Nor with their gold, nor gods majestic dresse, 
Nor lofty city walls, with greedinesse 

Into the burying vault goes Caesar downe.?0 


This initial response to Egypt strikes an anti-Aenean note, where Aeneas ini- 
tially marvelled at what he saw of Carthage (Aen. 1.418.40). Afterward, how- 
ever, Caesar is overwhelmed by the opulence and wealth of the palace. As he 
banquets with Ptolemy, Caesar's gaze is dominated by an array of conspicu- 
ous wealth. At 10.111-126 Lucan describes the wealth of the palace: it's marble, 
alabaster, ebony, tortoise-shell, and assorted jewels. Then, on the entrance of 
Cleopatra, 


plena maris rubri spoliis, colloque comisque 
diuitias Cleopatra gerit cultuque laborat. 
candida Sidonio perlucent pectora filo, 
quod Nilotis acus conpressum pectine Serum 
soluit et extenso laxauit stamina uelo. 
dentibus hic niueis sectos Atlantide silua 
inposuere orbes, quales ad Caesaris ora 
nec capto uenere Iuba. 

1011392146 


Laden with pearls the red seas spoiled store 


On her rich hair, and weary'd neck she wore. 
Her snowy breasts their whiteness did display 
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Thorough the thinne Sidonian tiffenay 
Wrought, and extended by the curious hand 
Of /Egypts workmen. Citron tables stand 
On Ivory tressells, such as Caesar’s eyes 

Saw not, when hee King Juba did surprise.*! 


The English Continuation has Lucan’s passage firmly in mind as it signals a 
revisitation of the original scene, especially with reference to the ivory tressels, 
which indicate a degree of wealth that Caesar has not seen since his days with 
Juba. But May’s Caesar cares not for these things. Lucan presents Cleopatra as 
something of a garnish, rather than an object of interest on her own. Indeed, 
Cleopatra suffers under the weight of so much wealth, her function is primarily 
to present her riches, to parade them before Caesar in an effort, reckless accord- 
ing to Lucan, to catch Caesar by his avarice. But this wealth that formerly fed 
Caesar is curtailed in May’s revisitation. After a description of the political cor- 
ruption fostered by riches, May contraindicates his Lucanian source by having 
Caesar ignore the wealth he formerly saw: 


But Caesar's eyes in all the wealthy store, 
Which he so lately had beheld before, 

No pleasure finde, nor with delight viewes he 
The golden roofes, nor precious imag’ry, 
Riche Eben pillars, boorsd of Citron wood, 
Which on their carued Iuory tressells stood: 
Nor curious hangings doe his eyes admire. 
For Cleopatra's beautie, and attire 

Did quite eclipse all obiects, and outshone 
All other splendours?? 


Sed non divitiae, non auro fulva supellex, 
Gemmative tori passim, pictive tapetes, 
Caesareos pascunt oculos, nec talia curat, 
Dum prope sidereo cunctis splendoribus ore 
Praeradiat, vultuque movet Cleopatra superbo. 


2.23—27 


31  Lucans Pharsalia (1627) sig. Sr. 
32 A Continuation (1630), sig. Cav. 
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The connection to Lucan is unmistakable, and we might suppose the anti- 
Aenean "Nor curious hangings doe his eyes admire" is added just to indicate to 
readers that May understood how Lucan was building on Virgil. 

For Lucan, Cleopatra's show of excess and wealth suggest that she herself 
has no substantial beauty of her own, she is a decorated figure and servant to 
her wealth, such that she pants and labours under so much adornment. She 
would seem comparatively immodest alongside the female figures that Lucan 
presents (e.g. Marcia, Julia), who do not employ such ostentation and gross 
displays of themselves or their value. Her beauty is secondary to her trappings 
and quite literally, as she holds up the wealth to display it, a prop. Nevertheless, 
May's Caesar observes Cleopatra differently. May builds on and imitates Lucan's 
description, down to the ivory tusk table legs. He similarly offers a fulsome 
description of Cleopatra's jewellery, but rather than labour under the weight 
of her jewellery, their dazzling brilliance detracts from, rather than adds to her 
comeliness: “The wealth she wore about her, seem’d to hide / Not to adorne 
her native beauties pride."?? In the Continuation May offers sixteen verses on 
her pearls, silver, gold, emeralds, onyx, diamonds, sapphires, and rubies which 
"seem'd to lose their die / When her more ruby lips were moving by.”34 

May's Caesar takes a second look and sees Cleopatra, whose appearance, and 
his response to it, emphasize the pathology of erotic desire. The description is 
characterized by images of a clinging unshakable image of the object of desire 
as well as the notion of that desire being similar to a flame. At Supplementum 
2.28-29 the image of Cleopatra clings to Caesar's heart, and the more he sees 
the more he burns: Hanc uidet, huic oculis et pectore totus in haeret; | Quoque 
magis cernit, magis ardet, which May offers in the Continuation as: 


His eyes are fix'd; which, though beheld before 
The more he viewes, doe ravish him the more 
All other objects lose at second sight; 

But woman's beautie breeds the more delight 
The ofter seene?5 


May pardons his elaborate revisitation and embellishment of Caesar's gaze 
with “though beheld before’, which refers to Caesar's initial introduction to 
Cleopatra in Bellum Civile 10. Notably, May's Latin in this passage presents a 


33 A Continuation (1630), sig. Cav. 

34 The Latincomes in with slight difference: '... labra Rubinus | Non rosea equaret, nisi primo 
victa fuisset, | Et pudor augeret quem dat Natura ruborem (2.43—45). 

35 A Continuation (1630), sig. Cav. 
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structural affinity with Aeneid 1.171-178, in which Dido fixates on Cupid's false 
Ascanius: ... haec oculis, haec pectore toto | haeret.3® 

In response to this second sighting of Cleopatra, Caesar gives way to his 
passion, and allows himself to be consumed by the flame of desire. Caesar's 
love for Cleopatra is a wound and a fire: 


Ausonius ductor iamdudum sacius ignem 

Concipit inde novum, nimioque accenditur aestu 

Nec placidam celere studet, sed pascere, flammam. 
Supp 2.46—48 


But Caesar's heart enflamed long before 
Burnes with fresh fury, and resolves no more 
Now to conceale but feed the pleasing flame?” 


Notice in the Latin text Caesar, having long since (iamdudum) been wounded, 
does double duty to both signal the Virgilian intertext and allude to the earlier 
sighting of Cleopatra at Bellum Civile 10.563154. But where he was then taken 
by wealth, he is now smitten. Caesar is consumed, or more properly, allows 
himself to be consumed, by the pleasing fires of love and desire. Thus, Lucan 
foregrounds Caesars's avarice, May his lust. In addition, saucius and iamdudum 
signal an intertext between May's passage and the opening of Aeneid 4 where 
the image of Aeneas dwells in Dido's heart: 


At regina graui iamdudum saucia cura 

uulnus alit uenis et caeco carpitur igni. 

multa uiri uirtus animo multusque recursat 

gentis honos; haerent infixi pectore uultus 

uerbaque nec placidam membris dat cura quietem. 
Aen. 4.1-5 


Now though, the queen long since pierced through by her terrible 
anguish, 

Nurtures the wound with her veins. Passion's blind fire feeds on the 
harvest. 


36 Compare also ardescitque tuendo (Aen.1.718), where Dido is burned in looking at “love” in 
the form of Cupid. 
37 A Continuation (1630), sig. C5r. 
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Images course through her mind: of his courage, his family distinction. 
Each word he’s spoken is fixed in her heart, each facial expression. 
Anguish grants no peaceful repose, no respite for tired limbs.38 


May’s metaphors for the pathology of erotic desire now incorporate wounding, 
which makes explicit the connection between Caesar and Dido. Note also in 
the Latin how May punts aside Virgil's quitem in the final position that attends 
placidam in order to redouble the igneous imagery with flammam. This image 
quite possibly can also extend to the hind simile (4.68—73), and occurs again 
where Virgil notes ardet amans Dido traxitque per ossa furorem (4.100). But it 
is not necessary to press the connections too far; May makes the necessary 
connections between Dido's love for Aeneas and Caesar's passion for Cleopatra. 

May draws these two passages describing Caesar's passion for Cleopatra not 
from Lucan, but from the Aeneid, to introduce a parodic Virgilian intertext. 
He applies notions of a beloved's clinging image, love as a wound, love as a 
burning fire, which Virgil used to describe Dido's pitiful state and transposes 
them onto Caesar. To be sure, somatic descriptions of love and erotic desire 
being associated with illness are not unique in this sense or the exclusive 
preserve of Virgil. We certainly identify them as early as Sappho (fr. 3110) and 
are ubiquitous throughout classical, medieval, and early modern literature.?? 
Still, the strong intertextual association to Aeneid 5.1-4 and the revisitation 
of Caesar's interlude with Cleopatra, which Lucan had modelled on the affair 
between Dido and Aeneas, allows May to create a parody of his own Lucanic 
model by recasting Caesar as Dido in the romantic tryst, flipping the lover- 
beloved model of his predecessor. And in doing so, May reframes the episode to 
present Caesar's overriding fault as, by the conventions of the milieu in which 
May wrote, an “unmanly” passion for Cleopatra. 


Cleopatra and the Feminization of Men 


May's redress of Caesar as Dido draws on the historic characterization of Cleo- 
patra as an emasculator of men. Cleopatra, in no shortage of instances, embod- 
ies this threat to masculinity. May builds his Cleopatra on Lucan's model and 
works within long-standing historical and literary convention.^? Clearly there 


38  Ahl(2007) 77. 

39 Pease (1935) 145 notes the Hellenistic quality of Virgil’s description of Dido's passion for 
Aeneas. 

40 Backhaus (2009) 347-370. 
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are platitudes at work, foremost of which is the notion of a woman, as the 
object of erotic desire, as a threat to progress. For Romans such degeneracy 
was a political and military hazard.*! The general notion of women leading to 
the ruin of men is as old as it is persistent. In Plato's Republic, Socrates counts 
women, when their purpose is for pleasure rather than for breeding, as a luxury 
that brings feverish ill-health to the polis. Cicero also attacks sexual luxury and 
indulgences as leading to military weakness (De Officiis 1.30). Seneca attacks 
sexual luxury and indulgences as leading to military weakness (Epistle 124). Livy 
examines how Hannibal's men are weakened after wintering in Capua, and per- 
form poorly in subsequent battles (23.1810—16).*? Silius puts the matter more 
poetically where Venus sends spritely cupids to wound and soften the hearts of 
Hannibal and his men with luxury (Punica n.385-390). This incident, either by 
way of Livy or Silius (probably both) was in May's mind when he has Marcus 
Titius compare Antony in Alexandria to Hannibal at Capua:*? 


Minutius Plancus, I was thinking now 

How Hannibal was charmed at Capua, 

When that delicious place had mollifi'd 

His rough and cruell soul, and made him learn 
The lessons of soft love, and luxury.^* 


So too May follows the commonplace, and while Caesar tarries with Cleopa- 
tra, Scipio unites the scattered nations in Africa; and in an epic catalogue, May 
presents Marmarians, Numidians, Massylinas, Getulians, Autoules, Mibians, 
Cyniphians, Adyrmachdes, and troops from Vaga, Ruspina, and Zamag prepar- 
ing “T invade thier native Countrey, and set free / Subiected Rome from Caesar's 
Tyrannie.”*5 


41 As Phang (2001) 359-363 notes, “Civil War is caused by lack of self-control, by luxuria and 
avaratia of the Roman elite, who teach these vices to their soldiers.’ 

42 Similarly, the historian Florus (1.24) records that King Antiochus of Syria won the Greek 
islands but after indulging in otia et luxus fell easily to the Romans. 

43 This initial scene might also have been influenced by Shakespeare's opening to Antony 
and Cleopatra (1.4.4—7), as Octavian tells Lepidus that Antony “is not more manlike than 
Cleopatra" Indeed, the early modern notion of feminine beauty as emasculating can also 
be found when Romeo cries: “O sweet Juliet, / Thy beauty hath made me effeminate / And 
in my temper softened valor's steel!” (Romeo & Juliet 31.7577). 

44 Cleopatra, sig. BL5. 

45 A Continuation (1630), sig, Dvi. May renders the lines in Latin: in Latium belli casum 
transferre futuri (2.191). 
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While Caesar indulges himself, May describes him as captus (2.198) and 
oblitus (2.200), and pairs his situation to that of Hercules and Iole: 


Talibus illecebris, et molli fractus amore, 
Formosae Ochalidos reginae dicitur olim 
Maximus Alcides: humeros non fulva leonis 
Terga Cleonaei velant, nodosave fortem 

Clava armat dextram; domitores mille laborum 
Desidiá incipiunt duri torpere lacerti. 


Supplementum 2.200-212 


As when Alcides with ill fate had seene 

The tempting beauties of th' Oechalian Queene, 
His brawny shoulders straight forget to weare 

The lions skin, his awful hand to beare 

The monster-taming club; from his rough head 

The poplar garland falls; no tyrants dread 

That world-auenging strength; which had well nigh 
Beene sunke into a famelesse lethargy. 


The comparison of Caesar to Hercules further reinforces Cleopatra's power and 
makes allusion to an instance of cross-dressing and effeminization. Under the 
spell of Iole, Hercules lets his lion-skin and mighty club drop. Tyrants are no 
longer frightened, and a woman brings Hercules to ruin far more capably than 
all the plagues and monsters Juno could muster. Notably, Iole and Omphale 
are sometimes conflated in the Renaissance.^? Thomas Cooper's entry in the 
Dictionarium (sub. Iole) records that she was "the daughter of Eurytus King of 
Aetolia, whom Hercules loved so much, that he served hir in a womans appareil, 
and spanne ona distaff.” Such an allusion to cross-dressing, as we see of Antony 
when he is with Cleopatra, in Plutarch and Shakespeare, strengthens May's 
portraiture of Caesar "softened" under Cleopatra. Of course, by implication 
Cleopatra's motivations, marked by falsity, deceit, treachery, and a mad desire 
to reign, situate her within a political and masculine sphere.^? May will again 
contrast the erotic and military when Caesar is called back to his duty and 
must handle the unruly Pharnaces and echoes the Hercules-Omphale simile as 


46 See Spenser, Fairie Queene 5.5.24. 
47 Cf. McCune (2014) 182-184. 
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he describes how Caesar’s desire for Cleopatra is stronger than all the swords 
drawn against him (2.223—224). 

Unlike his later counterpart in Antony, however, Caesar is not thoroughly 
subdued and bucks the historical trend and literary topos of being brought to 
complete ruin through his sexual indulgences. Like the Caesar of history and 
legend, undefeated until the Ides, this tryst is merely another adventure and 
another conquest. In the English version May redevelops Lucan's image of her 
as a near-miss for conquering Rome: 


Nor were the Fates pleas'd that the wanton loue 

Of Cleopatra should more helpfull proue 

To Romes affaires, than all those iust-drawne swords, 
Which once Thessalia, Libya now affords.^9 


Cleopatra's subjugation of Caesar has delayed Rome's subjugation under him, 
a delay in the development of the historical narrative that May must now right. 
If anything, his escapade has been a favour to Rome, which would have just 
fallen sooner. Indeed, Caesar anticipates his withdrawal from Cleopatra during 
an early wonderment over the powers that control his desire and invokes Jove 
as precedence: 


Let Jove my warrant be; whom powerful love 

So oft has forc'd from Heaven; or let it prue 

The Thunderers excuse to future times 

That Caesar now partakes the Thunderers crimes.*? 


Jupiter exemplum mihi sit, quem saepe coégit 

Saevus Amor magno furtim descendere colo: 

Vel potius nostra absolvant delicta Tonantem, 

Caesareumque Jovi veniam det nomen amoris 
Supplementum 2.63—-66 


Just as Caesar can style himself after Jupiter in Lucan's Bellum Civile, so too Cae- 
sar can style himself another Jupiter, as wanton lover and randy get-about in 
May's Continuations.5° May then emphasizes Caesar's swiftness and rapidity. 


48 A Continuation (1630), sig. Dv. 
49  AContinuation (1630), sig. Cav. 
50 X On Caesar as Jupiter in Lucan see Nix (2008) 281-294 and Fratantuono (2012) 19-20. 
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Lucan characterizes Caesar as acer et indomitus (1.146), which is metaphori- 
cally presented in the extended lightning simile that emphasizes the swiftness 
and unstable nature of Caesar (1151-157). Building on his predecessor's image, 
May's Cleopatra conjectures at their parting: "Caesar in his love can be / As 
speedy as in warre and victory". After a kiss Caesar departs "swifter than light- 
ning" to rout Pharnaces, who is “vanquish’d with a looke"5! And thus Caesar is 
restored to action and none the worse for his indulgence. 


Conclusion 


May inherited from the literary and historic presentations of Caesar's charac- 
ter considerable variety. Different settings showcase differing aspects of Caesar 
that are at times contradictory and not so easily reconciled: he is active yet 
passive, forgiving yet vengeful, generous yet acquisitive. In early modern Eng- 
land, Caesar could equally, and simultaneously, embody both military virtue as 
well as philandering vice, thanks in large part to the distillation and indexing 
of his notorieties in commonplace books, and other exemplementary writ- 
ings. Caesar's exempla, thus, often "illustrate opposing ideas simultaneously"? 
Delineating Caesar's character has been a formidable and nearly insuperable 
challenge for historians, poets, and scholars.5? May follows Lucan in adapting 
the Aeneas-Dido armature to fashion a parodic episode between Caesar and 
Cleopatra that is critical of Caesar's affair with Cleopatra and his loitering in 
luxury in Egypt; however, May grafts Caesar's role as lover onto Virgil's charac- 
terization of Dido. This manoeuvre counters Lucan's more active and military 
presentation of Caesar. Repositioning Caesar as Dido, or Dido-like, as May has, 
gives play to Caesar's notorious sexual proclivities and excess in adultery, while 
also refitting the literary and historic convention of Cleopatra's threat to mas- 
culinity and power to subjugate. Apart from a non-committal reference to run- 
ning around like a frightened girl (10.458—459), Lucan avoids overt suggestions 
of effeminacy and unmanliness in Caesar while he is at Alexandria. He is greedy 
and acquisitive, to be sure, but certainly not as given over to the same degree of 
effeminacy with which Antony is charged. May appears sensitive to the notion 
that Caesar is prime for weakness in Egypt and finds a way to develop in his 
Continuations a way to cast back to that and redevelop the episode. In some 


51 A Continuation (1630), Dav. 
52 Jensen (2012) 99. 
53 Cf. Walde (2006) 45-61. 
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ways, the second book is a clever parody of Lucan, and in others, a competi- 
tive revision that allows May to antagonize the presentation of characters and 
events that were all but exhausted. 
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Thomas Ross’ Translation and Continuation of 
Silius Italicus’ Punica in the English Restoration 


Antony Augoustakis* 


Virgil, Lucan, and Statius, to name just a few Latin epicists of the Augustan and 
post-Augustan age, enjoyed a continuous and at times well-documented trans- 
mission through the Middle Ages into the Renaissance.! The Flavian epic poet 
Silius Italicus produced the longest extant poem in Latin literature during the 
last decades of the first century CE (probably composed between 80 and 96).? 
The poem relates the struggle of the Romans against the Carthaginian army of 
Hannibal during the long Second Punic War (218—202 BCE), their defeats at the 
hands of the Carthaginian and the final victory of Scipio Africanus over Hanni- 
bal in the battle of Zama. Upon its rediscovery by Poggio Bracciolini, the papal 
secretary in 1417 during the Council of Constance (Constantia, modern Kon- 
stanz), Silius Italicus’ Punica immediately received special attention by philol- 
ogists and humanists alike,? especially because of its value as a historical epic 
on the Second Punic War against Hannibal, in other words, as a versification 
of Livy's third decade in an unmistakably Virgilian manner, as it was thought.^ 
More than half a century ago, in his 1953 study on Silius Italicus' reception in 
England, Edward Bassett had demonstrated that in England, in particular from 
the sixteenth to the nineteenth century, various authors from Sir Thomas Elyot 
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1 See,for example, Comparetti (1997) and Wilson-Okamura (2010) for Virgil, D'Angelo (2011) 
and Hardie (2011) for Lucan, and for Statius the various studies on reception and translations 
by Braund (2015), Chaudhuri (2015), Edwards (2015), and Newlands (2015). 
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sance, see extensively Muecke (2010) and the new edition of Domizio Calderini's commen- 
tary by Muecke and Dunston (2011). 

4 The reception of Silius across time is documented in von Albrecht (1964) 9-14 and most 

recently Dominik (2010). 
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to Milton, Addison, and Macaulay (but not Shakespeare) alluded to, and widely 
excerpted from, Silius’ long poem on the exploits of the Romans against the 
cunning Carthaginian general.5 

This chapter will look in detail at one of the English translations of Silius, 
one that includes a continuation of the Flavian poet’s unfinished poem, which 
at least the translator, Thomas Ross, considered as incomplete and left unfin- 
ished at the end of the seventeenth book.® As others have already studied in 
this volume, examples of a continuation of Classical Latin epic poems can be 
found in Maffeo Veggio’s Latin sequel to Virgil’s Aeneid, Thomas May’s Supple- 
mentum Lucani, or Giovanni Battista Pio’s Latin supplement to Valerius Flaccus’ 
Argonautica." Of these three, Thomas May produced in English the Continua- 
tion till the death of Julius Caesar of Lucan's Bellum Civile (1630), which he then 
turned into Latin, the so-called Supplementum Lucani (a decade later in 1640), 
although the Latin Supplementum represents a thorough revision of the English 
poem, not a mere translation from the English Continuation. The translator, 
and in effect continuator, of Silius Italicus, Thomas Ross undertakes to ren- 
der the Flavian poem into heroic couplets, even though as J.D. Duff, the Loeb 
translator of Silius, puts it “his versification is unpleasing” and “the rhyming 
heroic verse which he chose for his metre was still in its infancy: Dryden had 
not yet seriously taken it in hand"? Thomas Ross’ undertaking as the earliest 
translator of Silius into English, constitutes an important step in the literary 
history of the reception of the Silian text; his translation was followed by sev- 
eral others in English, French, and German, leading eventually to Duff’s Loeb 
edition, which remains the most authoritative English translation today? This 
chapter will explore the literary value of Ross' Continuation: as we shall see, 
the Continuation represents a development and completion of the themes and 


5 Bassett's study, though short, remains remarkably invaluable today: for example, his com- 
ments on Dryden's possible references to Silius deserve further research. See Daemen-de 
Gelder and Vander Motten (2008) 36-37 on the merits of Ross' translation ranked highly 
among others in the royalist exilic group (Denham, Abrahama Cowley, Edward Sherburne). 

6 In his study of Thomas May's continuation of Lucan, Bruére (1949) 145 criticizes Thomas 
Ross' continuation as inept, since Silius poem ended where it should have: "such unity as 
Silius could compass was achieved with the triumph of Africanus, and no good is done by 
protracting the action until Hannibal's death." 

7 On translations of Greek and Latin texts from 1550 to 1700, see Cummings and Gillespie 
(2009). 

8 Duff(1934) xviii. 

9 For H.W. Tytler's posthumously published translation in heroic couplets (1828), see Bassett 
(1953) 165-166. 


THOMAS ROSS’ TRANSLATION OF SILIUS ITALICUS’ PUNICA 337 


characterization encountered in Silius’ poem.!? In particular, I shall examine 
an episode in Book of the Continuation featuring Imilce, the wife of Hannibal, 
who is for ever separated from her husband, as he is now fleeing the African 
continent, seeking refuge in Asia Minor at the end of the Second Punic War; 
and the final episode of the Continuation in Book 3, the death scene where Han- 
nibal commits suicide. 


The Courtier Thomas Ross and His Literary Enterprise 


Thomas Ross (bap. 1620, d. 1675) was the Keeper of Charles 11’s libraries while 
the king was in exile on the European continent during the English Civil Wars 
(“Keeper of His Majesties’ Libraries, and Groom of His most Honourable Privy- 
Chamber”). In a very brief note on the otherwise neglected Ross, C.A. Ziman- 
sky notes that the only important thing about Ross *was that he had once 
been tutor to the Duke of Monmouth [James Scott, the illegitimate son of 
Charles 11 by Lucy Walter!?] and was suspected to have been the first to turn 
his pupil's thoughts toward the kingship."? In 1661, when Ross was dismissed 


10 Particularly illuminating are two recent studies of Thomas Ross, the poet and translator, 
Bond (2009) and von Contzen (2014). As Bond observes: “A proper study of Thomas Ross 
thus advances our understanding both of the history of translation and of a perplexing 
question of courtly intrigue, as well as of the broader relationship between literature and 
politics in the Restoration" (589). Von Contzen rightly observes: "[Ross'] continuation of 
the Punica ... is a remarkable instance of engagement with the classics in seventeenth- 
century England and deserves to be appreciated not only for its polished and elevated 
style and careful choice and arrangement of scenes, but also for its subtle reinterpretation 
of the classical material for a contemporary audience" (26). 

11 From 1652, as successor to Dr. Patrick Young (1584-1652); see Daemen-de Gelder and 
Vander Motten (2008) 32-33. For further biographical details, see Lewin (2004): “His 
father was footman to the five-year-old Prince Charles in 1605 and then page of the 
bedchamber on Charles' accession ... Thomas was educated at Charterhouse School and 
Christ's College, Cambridge, graduating BA in 1642 ... While cataloguing some books for 
the king he petitioned for payment and was appointed keeper of the king's library at St 
James' Palace at £200 a year with lodgings in the palace." For his political career, see Scott 
(1907) and Underdown (1960). 

12  SeeDaemen-de Gelder and Vander Motten (2004) and (2008) 33 and von Contzen (2014) 
26: "Ross's influence on his protégé was quite substantial, climaxing in the so-called black 
box affair: Ross advanced the issuing of a marriage certificate between Charles 11 and 
James's mother in order to make James the legitimate heir to the throne.” 

13  Zimansky (1942) 443. 
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from the tutorship, he published his translation of, and supplement to, Silius 
Italicus’ Punica, under the title, The Second Punick war between Hannibal, and 
the Romanes: The whole 17 books, Englished from the Latine of Silius Italicus, with 
a continuation from the triumph of Scipio to the death of Hannibal. The book was 
first printed in 1661, a year after the restoration of his patron to the throne, and 
the second edition appeared in 1672.14 As K. Daemen-de Gelder and J.-P. Van- 
der Motten aptly demonstrate, Ross' translation is a royalist response to the 
English Civil Wars, as the author was an active participant in the intrigues plot- 
ted to restore the monarchy.'> Most importantly, in addition to his translation 
of the seventeen books of the Punica, Ross appends a Continuation in three 
books, taking the unfinished story by Silius down to the death of Hannibal. 
The first book is dedicated to the King,!6 the second to the Duke of York, after- 
wards James 11, and the third to the memory of the Duke of Gloucester. Critics 
have previously discussed the relevance of Ross' translation for Charles, since 
the Latin epic's heroes function as exempla for the king during the turmoil of 
the Restoration. As Daemen-de Gelder and Vander Motten observe, ^whatever 
analogies with the Civil Wars the poem may have conjured up in the minds of 
readers after 1660, in 1657 it was by no means clear whether the Royalist side 
would share the fate of Carthage or ultimately emerge victorious, like Rome.”!” 


14 . Von Contzen (2014) 42 corrects Bond (2009) 590 on the appearance of the Continuation 
only in 1672. A year before the second edition, in 1671, there appeared a publication under 
the title An Essay Upon the Third Punique War. Lib. 1 and 11: to which are added Theodosius' 
advice to his son and the phenix out of Claudian, with the initials T.R., which have been 
assumed to represent Thomas Ross; see von Contzen (2014) 28-19. See Daemen-de Gelder 
and Vander Motten (2008) 34 n. 9 on this publication's relationship with the Third Anglo- 
Dutch War (1672-1674), in which Ross himself fought. 

15 Daemen-de Gelder and Vander Motten (2008) 32 and Bond (2009). 

16 Bond (2009) 595: "The translation of the Punica, Charles is told, will show him ‘what 
unperishable Monuments Great Persons may build to themselves, in asserting their Coun- 
try; and, that as Your Sacred Person is endowed with all those Virtues, that rendered the 
Valiant Hannibal famous, or Scipio a Conqueror: so, by the blessing of Heaven on Your 
Majesties's Designs, some happy Pen may have Matter to build you such another Monu- 
ment for future Times." See Daemen-de Gelder and Vander Motten (2008) 35-36 on the 
"Epistle at Bruges, To His Sacred Majestie" (18 November 1657), explaining that the King 
was familiar with Livy's version but not with Silius' relationship with the Third Anglo- 
Dutch War (1672-1674), in which Ross himself fought. The Daemen-de Gelder and Van- 
der Motten study is dedicated mostly to a discussion of the engravings and illustrations 
accompanying the translation, not its literary value. 

17 Daemen-de Gelder and Vander Motten (2008) 35. 
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Charles then could be identified as either Scipio or Hannibal, the conqueror 
or the conquered,'® while Ross shares Silius’ pronouncement that the Second 
Punic War and by extension the English Civil wars would determine the fate of 
the world: quaesitumque diu, qua tandem poneret arce / terrarum Fortuna caput 
(Pun. 1.7-8), translated by Ross as: “while Fortune long was doubtfull, where to 
place the Empire of the World."!? 

Ross' Continuation picks up at the end of Silius' seventeenth book of the 
Punica, where Scipio's triumph in Rome completes the poem with a foretaste 
of the future apotheosis awaiting the Roman general, who, as the true off- 
spring of Jupiter himself, will eventually find a seat in Olympus next to the 
gods and Romulus/Quirinus (Pun. 17.629—654).?° Silius had also recounted in 
Punica 17 Hannibal's rescue from the battle of Zama through Juno's interven- 
tion, who creates a phantom of Scipio that will lead Hannibal astray and off 
the battlefield (17.522-580); in the last scene before the Carthaginian general 
disappears from the poem, Hannibal vows to continue to haunt the Roman 
mothers' nightmares, as he threatens to return and finish off what he now aban- 
dons, namely destroy and burn down the city and the empire (17.597—617). Ross 
is obviously fascinated by Hannibal's return to Carthage, as described by Livy 
and other authors, and his subsequent exile for several years because of the 
Roman request for his surrender in 195 BCE, first in the court of the Syrian king, 
Antiochus 111, and then in Bithynia in the court of Prusias 1, where he finally 


18 | Daemen-de Gelder and Vander Motten (2008) 35: “Charles would have found the countless 
vignettes of martial prowess, heroic fortitude, and admirable statemanship, Carthaginian 
as well as Roman, with which the Punica abounded, truly inspiring and highly relevant to 
his own condition." 

19  ForSilius' Latin text I have used Delz's (1987) Teubner edition; my translations are modified 
from Duff's (1934) Loeb edition, unless indicated otherwise. For Thomas Ross, I have 
accessed the 1672 edition from Early English Books Online; I refer to the three books of the 
Continuation by arabic numeral and page number. Von Contzen (2014) 29-32 provides an 
outline of each of the three books of the Continuation (with her numbering of each book: 
Book 1 786 lines, Book 2 938 lines, and Book 3 728 lines). 

20 Ross consults and uses various ancient sources that covered the events after the Second 
Punic War, like Polybius, Livy, Appian, in combination with other poetics sources that 
Silius had also used, like Homer or Ovid; see von Contzen (2014) 33 for a list ("Thereby 
he gives weight to the credibility of his Continuation and implicitly demonstrates that his 
depiction of the events, even though composed in poetic form, can withstand claims of 
historical accuracy"). In his marginalia, Ross explains the contexthere and there with brief 
references (a total of 62 notes). 
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committed suicide.?! The story of Hannibal certainly resonates also with the sit- 
uation of Ross’ patron: once an exile on the European continent, Charles 11 has 
now come back to London, where he is reinstated as the legitimate monarch 
in 1660, a year before the publication of Ross’ opus, surely while Ross is at work 
on the translation and continuation of the Punica. 


Ross’ Continuation 


Upon returning home, in the first book of the Continuation, and incited to war 
by his father Hamilcar’s shade, Hannibal first consults the temple's priestess 
before heading home to his wife Imilce. The scene at the temple offers a neat 
supplement to the very beginning of the poem, where in Punica 1, Hasdrubal 
initiates the young Carthaginian to hate the Romans and take an oath that 
he will avenge their native pride whatever the cost might be (Pun. 1.81-139). 
The initiation scene takes place at Dido’s temple, but the priestess is ultimately 
silenced by Juno, after she reveals only the events through Marcellus’ death but 
not the conclusion of the war: uenientia fata / scire ultra uetuit Iuno, fibraeque 
repente / conticuere. latent casus longique labores (“then Juno forbade her to 
learn more of coming events, and the victims suddenly became dumb. The 
dangers and endless hardships were concealed", Pun. 1.137-139).2 Ross exploits 
the opportunity offered by Silius’ opening scene to bring it to a conclusion in 
the very opening of his own Continuation. Here Hannibal returns to the site 
of his childhood: “where, when a Childe, his Father made him swear / The 
War" (Cont. 1, p. 14). Hannibal wishes to know “what yet remains by Me / To 
be pursu’d, and what the Fates decree" (Cont. 1, p. 14). The priestess is explicit 
this time about the upcoming events in Hannibal's life, namely the Roman 
demands: 


For often We 
Have of the Gods enquir'd concerning Thee, 
Whose thread of Life is twisted with the Fate 
Of Carthage, and in That her better State 
Consists: and hence it is Imperious Rome 
By her Embassadours, who, now, are come, 


21 On the later career and exile of Hannibal, see Lancel (1998) 169—210 and Hoyos (2003) 
179-211. 
22 On this episode, see Ganiban (2010). 
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Will not so much for Massanissa plead, 

As joyn with Hanno, to obtain thy Head, 

Or cast Thee into Chains: therefore till Night 

Returns, be Wary, and prepare for Flight ... 
ROSS, Cont.1, p. 15 


Ross continues Silius’ selective narration of the events after the War and com- 
presses his narrative to focus on the fortunes of Hannibal after the defeat at 
Zama. He exploits Silius association of Hannibal's fate with the fate of his 
city, as we can glean from Punica 16 (unum / Hannibalis sat nomen erat, “the 
name of Hannibal was enough’, Pun. 16.19) or Punica 17 (stabat Carthago trun- 
catis undique membris / uni innixa uiro, tantoque fragore ruentem / Hannibal 
absentiretinebat nomine molem, “now that all her limbs were severed, Carthage 
depended entirely upon one man for support; and the great name of Hannibal, 
even in his absence, kept the edifice of her greatness from falling in utter ruin", 
Pun. 17349-151).2? Silius identifies Carthage with Hannibal and vice versa: the 
merging of the two is subtle, and Ross, a sensitive reader of the Silian text, fur- 
ther underscores this oneness here. 

Following the priestess' advice, Hannibal returns home to meet his wife, 
Imilce: 


Pensive with this Advice, strait Home He goes, 
And, ruminating on his Country's Woes, 
His Chamber enters, with a troubl’d Face; 
When, almost drown'd in Tears, to his Embrace 
Imilcé flys ... 

ROSS, Cont.1, p. 15 


Ross fashions Imilce after Silius’ portrait of the Carthaginian wife in Punica 
3 and 4.74 In Punica 3 (61-157), Imilce and Hannibal were separated, as the 
Carthaginian general sends his wife and baby son back to Carthage for safety 
reasons. In the opening lines of the Punica 3 episode, Hannibal is similarly 
distraught: at Gades, he is unable to understand the physical phenomena 
associated with the Straits of Gibraltar?5 because he had other things in his 


23 Further discussion is found in Augoustakis (2003). 

24 The figure of Imilce is discussed in detail by Augoustakis (2010a) 198-213 with further 
bibliography. 

25 See the analysis by Manolaraki (2010). 
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mind, Silius asserts (haec propere spectata duci; nam multa fatigant. / curarum 
prima exercet subducere bello / consortem thalami paruumque sub ubere natum, 
*Hannibal viewed these things in haste; for he had much to trouble him. His 
first anxiety was to remove from war the sharer of his bed and their little son, 
an infant at his mother's breast", Pun. 3.61-63). Then, in a speech that has 
been studied for its prophetic overtones, as well as for its overt criticism of 
the general's martial temperament,?9 Imilce admonishes her husband not to 
pursue what would become, in her opinion, a destructive operation: 


i felix, i numinibus uotisque secundis 
atque acies inter flagrantiaque arma relictae 
coniugis et nati curam seruare memento. 
quippe nec Ausonios tantum nec tela nec ignes 
nec quemquam horresco, qui se tibi conferret unus, 
quantum te metuo. ruis ipsos alacer in enses 
obiectasque caput telis. te nulla secundo 
euentu satiat uirtus, tibi gloria soli 
fine caret, credisque uiris ignobile letum 
belligeris in pace mori. tremor implicat artus. 
Pun. 3116125 


Go and prosper, go with favoring gods and prayers! And amid the battles 
and the blazing arms, remember to keep in mind the care for your wife 
whom you are leaving and for your child. For I fear neither the Romans 
nor the spears or the firebrands or anyone who might meet you in single 
combat, as much as I fear you. You rush fiercely right upon swords and 
you expose your head to missiles. No virtue satisfies you, not even on a 
successful occasion; you are the only one for whom glory lacks limits, and 
you consider it an inglorious end for soldiers to die in peace. Trembling 
takes hold of my limbs. 


As has been observed, "the Carthaginian woman seems prescient of the out- 
come, the final defeat of Hannibal and the non-fulfillment of his wishes ... The 
series of negatives (nulla, caret, ignobile) that Imilce uses implies that the sub- 
sequent expedition may be ultimately ill-fated.”2” 


26 . Augoustakis (2010a) 209-211. 
27 . Augoustakis (2010a) 211 and n. 25. 
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In Punica 4, Imilce is re-employed by Silius in the final scene of the book 
(Pun. 4.763—829) to stop the sacrifice of her own son, a fulfilment of ancient 
Carthaginian rites, established when Dido came from Phoenicia to Africa and 
founded the new city (Pun. 4.765—767). After an impassioned plea (4.779- 
802), where Imilce is presented as a Maenad, the mother succeeds in having 
the matter postponed and finally resolved by Hannibal himself, who vows to 
sacrifice many Romans instead of his son (4.803-829). In along speech, Imilce's 
apostrophe consists of ironic imperatives (4.787—788) addressed to Hannibal, 
whereby she underlines the futility of the war her husband has undertaken: 


io coniunx, quocumque in cardine mundi 

bella moues, huc signa refer. uiolentior hic est, 

hic hostis propior. tu nunc fortasse sub ipsis 

urbis Dardaniae muris uibrantia tela 

excipis intrepidus clipeo saeuamque coruscans 

lampada Tarpeis infers incendia tectis. 

interea tibi prima domus atque unica proles 

heu gremio in patriae Stygias raptatur ad aras. 

inunc, Ausonios ferro populare penates 

et uetitas molire uias. i, pacta resigna 

per cunctos iurata deos. sic praemia reddit 

Carthago et tales iam nunc tibi soluit honores. 
Pun. 4.779-790 


O my husband, in whatever frontier of the world you are now stirring up 
war, bring your army back here. Here there is a more violent, a more press- 
ing foe. Perhaps at this moment beneath the walls of the Dardanian city 
itself, you, fearless, receive the hurtling missiles with your shield; perhaps 
you are brandishing a dreadful torch and setting fire to the Tarpeian tem- 
ple. Meanwhile, your first-born and only son, alas, is seized in the heart 
of his native country, for an infernal sacrifice. Go now, ravage the house- 
hold gods of the Romans with your sword and march by ways forbidden 
to man. Go, break the treaty which all gods were called to witness. Such 
is the reward you get from Carthage, and such the honors she pays you 
now! 


Imilce raises serious doubts concerning the value of Hannibal's efforts to save 
his country by implicitly criticizing his exploits: the series of imperatives (4 pop- 
ulare, molire ... i, resigna) lays emphasis on the questionable value of Hannibal's 
war against the Romans. She doubts the advantage that the war will have for his 
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own country and family in particular, since the Carthaginians themselves are 
unqualified to appreciate such enterprise.?8 

When Hannibal returns to Carthage in Punica 17, Silius exclusively focuses 
on the final battle at Zama; we never see Imilce again. Thomas Ross exploits this 
gap by means of Imilce’s reappearance in his Continuation; Silius’ translator and 
continuator here emerges as a careful and subtle reader of Silian portraiture: 


would my Hannibal now lend 
A Pity to these Tears, Thou shouldn't no more 
The Hand of Fortune try, which Thee before 
In one day thrust from that great Height, to which 
The Toil of seventeen Years ha rais'd Thee ... 
... and, if thy Breast 
With Thoughts of sworn Revenge be still possest, 
(Since Fortune courts the Young, and Thou art now 
In Years, to which She seldom doth allow 
Her Smiles) derive thine Anger to thy Son, 
Instruct him here, at Home, what's to be done 
To perfect Thy Desires, and at thy Death, 
Into his Breast, with thy Departing Breath, 
Inspire (my Hannibal) thy mighty Spirit, 
That so He may entirely Thee Inherit, 
And live the Fear of Rome. But if Thou fly 
From hence, and leave Us to the Cruelty 
Of Our insulting Foes, Our Captiv'd Names 
Will strait become the Talk of Romane Dames, 
‘Midst their Triumphal Feasts; or be in Scorn 
Suppress’d, as if We never had been born. 
ROSS, Cont. 1, pp. 16-17 


Whereas in Punica 3 and 4 Imilce was questioning her husband's impetuous 
and foolish enterprise to cross the Alps and attack the all-powerful Roman 
empire, now in the Continuation Imilce tries to stop her husband but uses 
Hannibal's own arguments to persuade him, namely that his son should be 
the continuator of the war against the Romans and that his stay in Carthage 
will guarantee her freedom; otherwise she will end up a slave in some "Romane 


28 . Augoustakis (20102) 206—207 and esp. 207: “in their inability to define the divine, the 
Carthaginians uphold values that run contrary to divine law and custom." 
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Dame's" retinue.” Ross’ Imilce reimagines the initiation scene of Punica1, with 
now Hannibal passing the torch of ira et odium against the Romans down to his 
son. In her speech, she repeat Hannibal's own claims in the Punica, first that his 
son will continue the war one day and that the Second Punic War will result in 
Carthaginian victory: 


atpuer armorum et belli seruabitur heres. 

spes, o nate, meae Tyriarumque unica rerum, 

Hesperia minitante, salus, terraque fretoque 

certare Aeneadis dum stabit uita memento. 
Pun. 4.814-817 


But the boy will be spared as the heir of my career in war. You, my son, on 
whom rest my hopes, you, who are the only safeguard of the Carthaginian 
affairs against the threat of Italy, remember to fight against the Aeneadae 
both on land and sea, as long as you live. 


This fatherly injunction is followed by the certainty that the upcoming slaugh- 
ter at Lake Trasimene will substitute the son's sacrifice: Carthage will be sated 
by the Roman bloodshed instead. 

At the same time, Ross' Imilce reverses Silius' Hannibal's claim that Imilce 
will enjoy the enslavement of the Tiber and of the Roman women, who will 
henceforth be subjected to her service: 


te quoque magna manent suscepti praemia belli; 
dent modo se superi, Thybris tibi seruiet omnis 
Iliacaeque nurus et diues Dardanus auri. 

Pun. 3149-151 


You too may look for great rewards from the war now begun: if only 
Heaven favors us, all Tiber and the Roman women and the Dardans, rich 
in gold, shall be at your feet. 


Not only did the Carthaginians lose the war, but Hannibal's promises proved 
empty: Imilce and the other Carthaginian women are de facto subjected to 


29 Cf. in Book 1(pp. 9-11), the lament of the Carthaginian mothers when their sons are sent 
to Rome and in Book 2 (pp. 38-39), the lament of Roman women when the Romans find 
out the Carthaginians prepare for war. 
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the Romans and potentially could serve Roman matrons as their slaves. While 
Ross draws on the prophetic elements of Imilce's portrait in Punica 3 and 4, he 
presents Hannibal as an unremorseful, stubborn man who annuls the promises 
made in Punica 4, namely to hand down the power of imperium to his young 
son. 

In his reply to Imilce's plea not to leave Carthage once again and subject 
his family to further woes and danges, Hannibal replies by alluding to another 
famous episode from Silius' Punica, one that involves Regulus and his wife 
Marcia: 


This, with a thousand Sighs, and all the Charms 
Of Kisses, mix'd with Tears, between his Arms, 
Speaking, She sinks: while, with that constant Face, 
With which He entred, in a strict Embrace, 
He holds Her up, and thus replies: "Thy Love 
(My dear Imilcé) is so much above 
The Value of my Life, and that I would all 
Those Dangers stand, which can upon Me fall, 
T' enjoy Thee here: But this our Enemies 
Will not allow ... 

... but they will something New 
For Me invent. Whatever was by Us, 
Before, Inflicted on their Regulus, 
Will be esteem'd too Little; I shall be 
In Parts divided through all Italy, 
And feel, in each, a Death, and yet not all 
Their Malice satiate, when to Minde they call 
The Fun'rals of their Friends. But, that I may 
Their Plots avoid, and keep a better Way 
Still open to my Fall, I now must fly 
M' Ingrateful Country or resolve to dy, 
This Day, before thine Eyes: for in this Hand 
Of Mine, alone, my Fate shall ever stand. 
Nor shall the World believe, the Life, and Death 
Of Hannibal depends upon the Breath 
Of Rome.” As this He spake, She stop'd the rest 
With Kisses, and, reclining on his Brest 
Her drooping Head (whilst Tears, like April-rain, 
Into his Bosom flow, by Sighs again 
Dry'd up) "Since so it is (said She) no more 
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Will I (my Hannibal) thy Stay implore. 

Go, and be Happy! may those Gods, who Thee, 

With such Severity, deny to Me, 

Protect Thee, when Alone: go, Happy! may 

Thy wish'd Return be speedy! But I Pray 

For what I cannot Hope; those Gods, who now 

Us separate (alass!) will not allow, 

That We should meet again.” As from her Tongue 

These last Words fell, about his Neck She flung 

Her Arms, and, after many Kisses past, 

While both contended, who should give the Last, 

With a long Silence (for with Grief each Heart 

Too big for Language swell'd) at length they part. 
ROSS, Cont. 1, pp. 17-18 


Hannibal refers to a well-known passage from the Punica (the flash-back narra- 
tive of the First Punic War, inset in Book 6), where Regulus’ deadly punishment 
involves his confinement in a coffin-like box, which is in turn pierced by swords 
that eventually cut him into pieces (Pun. 6.539-544). In addition, in Punica 6, 
Regulus shuns his wife Marcia as he is heading towards his Stoic martyrdom 
in Carthage (6.403-520).3° Now Imilce appropriates a Marcia-eque moment 
from Punica 6, by drowning the rest of Hannibal's words with kisses; in Silius, 
it was the oars that drowned Marcia's last words to Regulus, as he stubbornly 
heads to Carthage to meet his demise: ultima uox duras haec tunc penetrauit 
ad aures; | cetera percussi uetuerunt noscere remi (“this then was the last sound 
that penetrated to those impervious ears; as for the rest, the oars, thrust in the 
water, prevented [him] from knowing" Pun. 6.519—520). As a worthy continua- 
tor of Silius, who had previously adopted the parting scene between husband 
and wife from Homer, Ovid, and Lucan;?! Ross now reimagines the parting of 
Hannibal and Imilce in terms that recall other scenes from the Punica. The 
couple then is separated in a description that emphasizes the physical contact 
between Hannibal and Imilce, as opposed to their earlier parting in Punica 3, 
where their gaze is emphasized more than their kissing: 


3o On Regulus, the Stoic hero, as portrayed by Silius, and his wife, see Augoustakis (2010a) 
156-195. 
31  Augoustakis (2010a) 164 and n. 21. 
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haerent intenti uultus et litora seruant, 

donec iter liquidum uolucri rapiente carina 

consumpsit uisus pontus tellusque recessit. 
Pun. 3.155-157 


Their eyes cling to one another and watch the shore, until the sea made 
sight impossible and the land fell back, as the swift ship sped on its watery 
way. 


As has been observed, “as Imilce is separated from Hannibal ... for a moment 
we are invited to visualize their parting, focalized from the perspective of both 
husband and wife, as their gaze remains fixed to one another, in this near 
cosmogonic event, where the pontus and the tellus are separated from each 
other, before we see the parting through Imilce’s own eyes, when, from the boat, 
she sees the land recede."?? Ross re-appropriates the scene by making it modern 
and familiar to a seventeenth century audience: the kisses and bodily contact 
are followed by silence and finally the separation. 

At midnight, Hannibal revisits the temple to find the priestess engaged in 
a mantic, chthonic ritual. The foreboding imagery of suicide is made clear 
straight away: the priestess wears a mantle with Dido’s suicide on it and holds 
a Stygian wand: 


a Mantle cross her Breast, 
In which forsaken Dido's Death, exprest 
By her fair Sister’s Hand, and there bequeath’d 
As Sacred (with the Sword, She, Frantick, sheath’d 
In her own Bosom) fastn'd by a Charm 
On her left Shoulder, and her other Arm 
Quite Naked, waving round a Stygian Wand, 
With Which, by adding Words, She could command 
The Pow'rs of Hell ... 
ROSS, Cont. 1, pp. 18-19 


Hannibal becomes the recipient of the prophecy that foretells of Scipio's and 
Hannibal's demise in the same year: "Scipio shall not more Fortunate at Rome 
/ By th' World be held, then Hannibal at Home. / One Year shall give a Period to 
their Breath, / And each finde Satisfaction in his Death" (Ross, Cont. 1, p. 19). 


32 . Augoustakis (20104) 152. 
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In the second book of the Continuation, en route to Asia Minor, Hannibal 
is first told the unfortunate, tragic story of Syphax and Sophonisba by Isalces; 
Sophonisba, like Dido and Hannibal, commits suicide. At Ephesus, Hannibal 
meets Scipio, and they enjoy a conversation during a banquet, in which the 
question of heroism comes up: who was the great general in the Second Punic 
War? The third book recounts the struggle of the Roman and Syrian sides: Juno 
infects the Romans with illness, while Venus causes the Syrian fleet's landing 
in Cyprus. The Asian forces are defeated, and Hannibal flees to the court of the 
King of Bithynia, where he commits suicide. 

Inthe final episode of the Continuation, Ross ties several threads of the Silian 
narrative together: Hannibal's death had in fact been foreshadowed twice by 
Silius himself in the Punica (2.699—707;13.874-893).?^ This is one of the reasons 
that leads Ross to the composition of a supplement that would take the poem 
down to its destined telos, namely the death of the Carthaginian general: 


He's still so great, that none can Hannibal, 

But Hannibal, destroy. And, to prevent 

Surprize, into a secret place he went, 

Where, first the Gods accus'd, and Hanno's Pride, 
(That to his growing Conquests Aid deni'd) 

The Syrians Folly, and base Prusias last 

Perfidious Act (which all the rest surpast 

In Infamy) with Execrations blam’d, 

The Aid of his Great Father's Spirit he claim’d: 
And a dire Poison (without farther Pause) 

More Fierce then that, which, from the raging Jaws 
Of Cerberus, upon Earth's Bosom fell, 

When Great Alcides drag'd him chain'd from Hell, 


33 Von Contzen (2014) analyses the episode in detail “as a creative poem in its own right and 
as a commentary to the political situation in England" (34): “Ross ... chose to rely predom- 
inantly on classical sources, Livy in particular, and changed the account considerably in 
Sophonisba's favor" (39); "Sophonisba's suicide is both a heroic and a ‘royal’ one. She dies a 
queen and has not forsaken her country, thereby repeating Syphax's steadfastness, which 
is equally 'royal' in its consequence. Rome and its republican leader Scipio cannot subdue 
the couple. Perhaps this royal rewriting of Sophonisba as well as Syphax transmits a mes- 
sage of solace: the Royalists may have lost England and the monarchy, but they can still be 
true to themselves and do not have to give in to the republican powers" (42). 

34 . CÉPlb.234131-2, Nep. Han. 12.5, Liv. 39.51.1212, Just. Ep. 32.4.8, Juv. 10.164, Plut. Flam. 201-11, 
App. Syr. 11, Zon. 9.21.7. 
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He swallows down. This baneful Drug, before 
Prepar'd by a Massylian Witch, he wore 
Lock'd on his Sword, which, if that chanc'd to fail, 
Might, as his surer Destiny, prevail 
Against all Humane Force: and, as he found 
It seiz'd his Vitals by an Inward Wound, 
He these last Words expir'd. Now lay aside 
Thy Fears (O Rome) no more will I thy Pride 
Oppose, but with this Satisfaction Dy, 
That, thus Degenerate, Thy self, wilt my 
Revenge effect. Not Arms, but Virtue made 
Thy Fathers Great; which since in Theee decai'd 
Thy Ruin must ensue. They, Nobly, scorn'd 
By Treason to destroy a Fo, and warnd 
The Epirote of Poison, when he stood 
Armd at their Gates, and Triumph in their Blood. 
But Me, opprest with Fortune and my Years, 
Betrai'd a feeble Victim to thy Fears, 
A Cons'ar Legate forceth thus to fly 
From Life, 'gainst Laws of Hospitality, 
And a King's Faith. But this vile Stain (O Rome) 
More lasting, then thy Trophies, shall become: 
And, when thy Deeds in War, in future Time, 
The World shall read, thy Glories this one Crime 
Shall blast, and all account Thee from my Fall 
Unworthy such a Fo, as Hannibal. 
More Hed have said, but through his swelling Veins 
Death creeps, and binds in Adamantine Chains 
The Spirits of Life, which with this Language ends: 
His Soul to other Heroes Ghosts descends. 

ROSS, Cont. 3, pp. 75—77 


By drawing mainly on Livy's account of the Carthaginian's death by poison;?5 


Ross also combines several Silian episodes to recreate the scene of Hannibal's 


35 


Liv. 39.51.9711: liberemus’ inquit ‘diuturna cura populum Romanum, quando mortem senis 
exspectare longum censent. nec magnam nec memorabilem ex inermi proditoque Flamini- 
nus uictoriam feret. mores quidem populi Romani quantum mutauerint, uel hic dies argu- 
mento erit. horum patres Pyrrho regi, hosti armato, exercitum in Italia habenti, ut a ueneno 
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death. First, the prophecy concerning Hannibal’s demise is delivered by the 
poet himself, at the end of the siege of Saguntum, when Hannibal enters the 
city only to find the population dead by mass suicide: 


uagus exul in orbe 
errabit toto patriis proiectus ab oris, 
tergaque uertentem trepidans Carthago uidebit. 
saepe Saguntinis somnos exterritus umbris 
optabit cecidisse manu, ferroque negato 
inuictus quondam Stygias bellator ad undas 
deformata feret liuenti membra ueneno. 


Pun. 2.701—707 


Banished from his native land he shall wander, an exile, over the whole 
earth; and terrified Carthage shall see him in full retreat. Often, startled 
in his sleep by the ghosts of Saguntum, he shall wish that he had fallen 
by his own hand; but the steel will be denied him, and the warrior once 
invincible in earlier years shall carry down to the waters of Styx a body 
disfigured and blackened by poison. 


Then, the poet's prophetic wisdom resurfaces under the auspices of the Sibyl, 
who delivers to Scipio a prediction concerning Hannibal's future, hiding of 
course the truth that Scipio himself will die in exile the same year as his 
formidable foe: 


damnatusque doli, desertis coniuge fida 
et dulci nato linquet Carthaginis arces 


caueret praedixerunt: hi legatum consularem, qui auctor esset Prusiae per scelus occidendi 
hospitis, miserunt.’ exsecratus deinde in caput regnumque Prusiae, et hospitales deos uio- 
latae ab eo fidei testes inuocans, poculum exhausit. hic uitae exitus fuit Hannibalis. (“‘Let us 
free the people of Rome from their lingering anxiety,” he said, “since they find it too long 
a process to wait for an old man’s death. But it is a victory neither great nor notable that 
Flamininus shall win over a man unarmed and the victim of treachery. Today will at least 
show how far the character of the Roman people has changed. These men’s ancestors fore- 
warned Pyrrhus, an enemy under arms with an army in Italy, to be on his guard against 
poison; but these have sent an ex-consul as an envoy to incite Prusias to the heinous act 
of murdering a guest.’ Then, bringing down curses on Prusias’ head and his kingdom, and 
calling upon the gods of hospitality to witness the king’s breach of faith, he drained the 
cup. So ended the life of Hannibal’, trans. Yardley). 
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atque una profugus lustrabit caerula puppe. 
hinc Cilicis Tauri saxosa cacumina uiset. 
pro! quanto leuius mortalibus aegra subire 
seruitia atque hiemes aestusque fugamque fretumque 
atque famem, quam posse mori! post Itala bella 
Assyrio famulus regi falsusque cupiti 
Ausoniae motus dubio petet aequora uelo, 
donec Prusiacas delatus segniter oras 
altera seruitia imbelli patietur in aeuo 
et latebram munus regni. perstantibus inde 
Aeneadis reddique sibi poscentibus hostem 
pocula furtiuo rapiet properata ueneno 
ac tandem terras longa formidine soluet. 

Pun. 13.879-893 


Condemned as a traitor, he will leave his faithful wife and darling son 
behind him, abandon Carthage, and flee across the sea with a single ship. 
Next he will visit the rocky heights of Mount Taurus in Cilicia. Ah, how 
much easier men find it to bear cold and heat and hunger, bitter slavery 
and exile, and the perils of the sea, rather than face death! After the war 
in Italy he will serve a Syrian king, and, cheated of his hope to make 
war against Rome, he will put to sea with no certain destination, and at 
last drift idly to the land of Prusias, where, too old to fight any more, he 
will suffer a second slavery and find a hiding-place by the king’s favor. At 
last, when Rome persists in demanding the surrender of her foe, in hasty 
stealth he will swallow a draught of poison, and free the world at last from 
a long-enduring dread. 


Furthermore, Ross quite nicely appropriates Silius’ employment of Hercules 
as a failed model for Hannibal: though the Carthaginian emulates Hannibal 
many a time in the Punica (e.g. by crossing the Alps), he ultimately fails to 


reach Hercules’ apotheosis after death.?6 In the death scene, Hannibal's poison 


is compared to Cerberus' when he was dragged by Hercules to the upper world. 


The drug was prepared by a Massylian witch, like the Massylian priestess who 


first initiated Hannibal in the nocturnal ritual of Punica 1 or in the night 


meeting of Continuation 1. Finally, Hannibal's soul descends to Hades in the 


36 


On Hannibal and Hercules, see Tipping (2010) 51-106. 
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manner of so many other epic heroes before him, most notably Virgil's Turnus, 
whose shade descends to the Underworld indignant at the end of the Aeneid.?" 

To be sure, Hannibal emerges as the "hero" of the Continuation, in the same 
way that he can be called a "hero" in Silius' Punica: as the Romans' arch-enemy, 
Hannibal dominates both poems. He is the driving force behind the narrative, 
and Ross’ decision to continue Silius’ “unfinished” poem resulted from a desire 
to relate the death of the Carthaginian, not the death of Scipio, which conin- 
cidentally occurred the same year. As has often been pointed out;?? in Silius’ 
Flavian poem there are many heroes: Fabius, Marcellus, Scipio, and Hannibal, 
with Scipio and Hannibal occupying the most prominent role. This lack of a 
single individual lies at the heart of Ross' own poem, the Continuation. There 
are moments when we connect with Hannibal, his personal tragedy, his effort 
to survive in a world where Roman domination was becoming increasingly felt 
in the Mediterranean and would ultimately prevail as world power. 

Ross' oeuvre should be read in the context of seventeenth century Euro- 
pean history. As Christopher Bond perceptively observes, "Ross's 1661 version 
of Silius is a thoroughly Royalist production. In both subject-matter and pre- 
sentation, it declares the loyalty of the translator to his monarch and Ross's 
eagerness to continue to serve Charles 11 as a poet and courtier. It thus may be 
seen as part of a sub-genre of translations of Roman epic during the Common- 
wealth and in the early years of the Restoration which deplored the deposition 
of Charles I and anticipated or celebrated the coronation of his son."?? I would 
like to conclude with some remarks on the significance of Ross' recreation of 
the end of the poem on the Second Punic War by expanding and elaborating 
the meeting scene between Hannibal and Imilce and the death of the gen- 
eral. In an aetas Siliana, such as it was in seventeenth century England, Ross 
exploits many scenes from Silius' Punica to speak directly to the restored king 
Charles r1. In fact, it may not come as a surprise that in such scenes as the one 
examined, Ross criticizes Charles 11, the Merrie Monarch as he was called,*° 
who remained a bachelor and did not marry until 1662. Charles then married 
Catherine of Braganza, sister of the king of Portugal, who nevertheless bore 
no children, a year after the publication of the translation, even though the 


37 Bond (2009) 594: “By offering the English Silius as his literary gift to Charles, Ross declared 
himself no less a loyal monarchist than Denham, Boys and Ogilby, but he cleverly side- 
stepped the clichéd and competitive arena of Aeneid translation in favour of a new and 
distinctive project." 

38 See, for example, most recently Marks (2005) and Tipping (2010). 

39 Bond (2009) 592. 

40 Miller (1991) 95. 
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marriage terms had been discussed as early as 1660 upon Charles’ return to 
the throne. Charles’ childless marriage to the Portuguese Catherine was seen 
widely as an anti-Spanish move. Perhaps there is a connection between this 
marriage and the portrait of Hannibal's and Imilce's loving union in the Con- 
tinuation; after all, Imilce comes from Spain, and in fact Silius traces her birth 
back to the city of Castulo in Punica 3 (97-107). Charles gained notoriety for 
the hedonism of his court, as well as for at least a dozen illegitimate children 
by various mistresses. By depicting a scene of tender conjugal love, as the one 
we have examined above, Thomas Ross exploits another aspect of Silius' Punica: 
the powerful females who emerge to defend and support or chastise their hus- 
bands' decisions are read side by side with the great Roman heroes of a glorious 
bygone era of the Republic. Scipio and Hannibal can perhaps serve as exempla 
for the restored king Charles 11, and so should Hannibal's and Imilce's loving 
embrace in Ross' Continuation. Just as the vicissitudes of fortune may serve as 
an example of a very uncertain future ahead. But as Christopher Bond argues, 
^we may conclude from Ross's failure to succeed his Silius translation with any 
more works dedicated to the king that his ambition to become Charles' court- 
poet remained unfulfilled"^! And perhaps, so did the messages underlying his 
magnum opus, Silius' Continuation. 
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Epic Scotland: Wilkie, Macpherson and Other 
Homeric Efforts 


Kristin Lindfield-Ott 


As Casey Dué points out, “in recent years a number of Homerists have ap- 
proached the so-called Homeric Question by investigating Homer as author 
and ‘inventor’ of the poetic tradition that we know as the Iliad”, and “in the 
eighteenth century [...] scholars and translators, most notably Alexander Pope, 
understood the term invention quite differently, assessing the ‘genius’ of Homer 
in terms of ‘fire’ and ‘invention’”! This essay seeks to situate a number of 
eighteenth-century Scottish epics—Hamilton’s Wallace, Wilkie’s Epigoniad, 
and Macpherson’s Highlander within an epic tradition that—some argue— 
had been largely discontinued in Britain by the mid-eighteenth century? This 
essay will begin with some general remarks on epics and the state of epic 
writing in eighteenth-century Scotland. Its focus, however, lies on Hamilton, 
Wilkie and Macpherson, who—apart from the Ossianic Collections—have not 
received much critical attention. 

The best-known Scottish epics are, perhaps, John Barbour’s The Brus and 
Blind Harry’s Wallace. The Brus, a long narrative poem written in the 1370s, 
tells the story of Robert the Bruce and Sir James (Black) Douglas during the 
Scottish Wards of Independence in the late thirteenth and early fourteenth cen- 
turies. In almost 14,000 octosyllabic “Inglis” lines the poem celebrates Robert 1 
and Douglas as chivalric heroes, culminating in the burial of Bruce's heart at 
Dunfermline Abbey. Its patriotic sentiments—most notably that “freedome is 
a noble thing!”—are often commented on by critics and historians alike, and 
Barbour is heralded as the most influential of the Early Scots writers. The Wal- 
lace, on the other hand, is a late fifteenth-century romance that commemorates 
William Wallace's fight for freedom. It is, as Anne McKim calls it, a “verse biog- 
raphy”, and while its content is not strictly historical, the poem's portrayal of 
Wallace has had a lasting impact.? The poem was adapted (and modernized) 
by William Hamilton of Gilbertfield in 1722, and, although perhaps aestheti- 
cally unremarkable, the poem was credited by Robert Burns as having “poured 


1 Dué(2006):i. 
Cf. Rubel (1978). 
3 McKim (2003). As for its impact, Mel Gibson's 1995 film Braveheart is based on the poem. 
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a Scottish prejudice in my veins which will boil along there till the flood-gates of 
life shut in eternal rest.” This patriotism is something we will encounter again 
in our later texts (as well as Hamilton’s version itself) in the main section of this 
essay. 

As noted above, epic poetry became an increasingly unpopular mode in 
Scotland toward the mid-eighteenth century; by 1808 the Annual Register noted 
that “the epic poem, languishing under the piercing rays of science, has died a 
natural death. The last efforts in this way, at all respectable, are, the Leonidas of 
Glover, the Henriade of Voltaire, and Wilkie's Epigoniad.’> However, in the mid- 
eighteenth century the literati were keen to keep promoting epic poetry as the 
standard of writing in their essays on aesthetics and taste. While some critics 
have seen this as a political (as well as aesthetic) move, arguing that “to impose 
epic form on a contemporary society by imprisoning it in the safe distance of 
antiquity” might signal “a lingering desire to render the Highlands safe for ever’, 
there is a clearly defined aesthetic grounding in the resurgence of epic writing 
in the mid-eighteenth century.® In this the literati looked to the classics (instead 
of their own medieval traditions), and with Thomas Blackwell's publication of 
An Enquiry into the Life and Writing of Homer in 1735, discussions of epic writing 
quickly became subsumed into pre-Romantic ideas of genius and originality. 
David Hume, for example, considers epic writing in a number of his Essays 
Moral, Political, and Literary. In “Essay xx: Of Simplicity and Refinement in 
Writing” he notes that “excessive refinements’—“too much ornament’, that 
is—is not “agreeable [...] in the epic’, and in “Essay xx111: Of the Standard of 
Taste” he suggests that “the persons introduced [...] in epic poetry, must be 
represented as reasoning, and thinking, and concluding, and acting, suitably 
to their character and circumstances." And indeed, if we look to the continent 
we find Voltaire remarking in 1762 that “today it is from Scotland that we get 
rules of taste in all the arts, from epic poetry to gardening"? By the middle 
of the century Scotland had thus become the cradle not just of taste, but— 


4 Ferguson et al. (1985) 1. 136. Similarly, Gavin Douglas's middle-Scots translation of the Aeneid 
(the Eneados) was republished in 1710 as Virgil's Aeneis, Translated into Scottish Verse, by the 
Famous Gawin Douglas Bishop of Dunkeld. 

Annual Register 1808 (1810) 3. 

Stafford (1996) 86-87. 

Hume (1985) 192 and 240. 


aN OC 


"C'est un effect admirable des progrès de l'esprit humain qu’ aujourd’ hui il nous vienne 
d Écosse de règles de goût dans tous les arts, depuis le poëme épique jusqu'au jardinage. 
L'esprit humain s’ étend tous les jours, et nous ne devons pas désespérer bientôt des poétiques 
et des rhétoriques des iles Orcades”, Voltaire (1879) 161-162. 
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specifically—of epic poetry. By 1762, of course, James Macpherson’s Ossianic 
Collections had taken Europe by storm, and while Wilkie’s Epigoniad was less 
successful outside of Britain, its largely positive reception in Britain signalled a 
distinctly Scottish mid-century resurgence of epic writing.? 

Voltaire had explored epic poetry earlier, and particularly in his 1727 Essay 
upon the Epick Poetry of the European Nations. Written in English, the essay 
argued that “the best modern Writers have mix’d the Taste of their Country, 
with that of the Ancients.”! Both the Epigoniad and Macpherson's epics do 
this; the Epigoniad uses polished eighteenth-century heroic couplets to nar- 
rate the story of the Epigoni and their war against Thebes, while Macpherson 
brings the “ancients” to Scotland in both the Ossianic Collections and The High- 
lander. Additionally, The Highlander shares similarities with both the Iliad and 
the Aeneid (while, like the Epigoniad, harkening back to Pope’s and Dryden’s 
couplets). Voltaire went on to argue, in the section on Milton, that “every Lan- 
guage has its own particular Genius, flowing chiefly from the Genius of the 
Nation, and partly from its own Nature.’ This anticipates Blackwell’s Enquiry, 
which, of course, argued for the importance of circumstance and conditions 
for the production of art. And although Voltaire here focuses on language rather 
than content, he does admit a connection between national characteristics and 
linguistic, and poetic, qualities: 


the Freedom of Society in France, and the Turns of the Phrases, which, 
as they admit of no Transposition, are the more perspicuous, qualify 
exceedingly the French tongue for Conversation. The former Roughness 
of the English Language, now improv'd into Strength and Energy, its 
Copiousness, its admitting of many Inversions, fit it for more sublime 
Performances. [...] To this happy Freedom, that the British Nation enjoys 
in every Thing, are owing many excellent poetical versions of the ancient 
Poets.!! 


"Freedom" is the key here: freedom in society is linked to freedom in expres- 
sion, and freedom in expression in turn to freedom to imitate, poeticize and 
produce "sublime Performances." One might be tempted to read Wilkie's and 
Macpherson's mid-century epics as British Whiggish libertarian writings, but 


9 It is worth pointing out that Wilkie and Ossian were seen as primitive bards by the literati. 
Cf. Stafford (1996) 87. 

io X Voltaire (1727) 41. 

11 Voltaire (1727) 122, 125. 
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their Scottishness, and their shared themes of war—disparate nation states 
united by common enemy (Wilkie) and heroic Scots triumphing over invading 
foes (Macpherson)—might suggest otherwise. 


Hamilton 


In 1722 William Hamilton of Gilbertfield published A New Edition of the Life and 
Heroick Actions of the Renound Sir William Wallace, General and Governour of 
Scotland—an adaption and translation of Blind Harry’s The Actes and Deidis of 
the Illustre and Vallyeant Campioun Schir William Wallace (c. 1477, manuscript 
1488 [Ms Advocates 19.2.2]). Harry's Wallace was one ofthe first books printed in 
Scotland, and between its initial publication and the Union in 1707 it remained 
hugely popular.? In modern literary criticism Hamilton is often overlooked; 
indeed, the few scholars that engage with him largely discuss him as a let- 
ter writer! Sergi Mainer, one of the recent scholars of the medieval origi- 
nal, calls Hamilton's version “adapted and translated to post-Reformation and 
eighteenth-century tastes", and Jeremy Smith notes Hamilton's translation as “a 
modernized version for a contemporary readership."^ Felicity Riddy engages 
with Hamilton's version in a national context, arguing not only that it was the 
one "read by both Burns and Wordsworth", and therefore of keen interest to 
Romantic-period writers interested in vernacular poetry and regional writing, 
but also links Hamilton's version to the Act of Union that formed the United 
Kingdom, and lost Scotland its independence: "the printing history suggests 
that the poem really took off after the union of the crowns [in 1707], when 
its bitter resentment at the loss of Scottish autonomy acquired a new con- 
temporary resonance." 5 This contemporary resonance has been questioned by 
Graeme Morton, who argues that the "authenticity of [the medieval] Wallace 
came from being labelled contemporary to its hero, executed in 1305" and that 
the later reworking in turn became “the basis of ashared memory" for Hamilton 
and his readers.!6 In this Morton does not allow Hamilton's version contem- 
porary relevance beyond ideas of shared cultural memory and the backwards- 
looking ethos that characterizes much of eighteenth-century Scottish culture, 


12 King (1998) xi. King argues that Hamilton's edition “became the most commonly owned 
book in Scotland" (xi). 

13 Cf., for example, Riach (2012); Shuttleton (2013). 

14  Mainer (2010) 34; Smith (2010) 52. 

15  XRiddy (2007 [2012]), Kindle edition—no page numbers. 

16 Morton (2012) 315. 


EPIC SCOTLAND: WILKIE, MACPHERSON AND OTHER HOMERIC EFFORTS 361 


but Riddy’s argument is convincing: Hamilton's version, she writes, “taught its 
readers, in a period of the Anglicization of Scottish culture, how to feel Scot- 
tish.”!” 

Hamilton's Wallace, seen in its own right rather than as merely a translation 
or adaption of the medieval original, is not just important in terms of Scottish 
politics or culture: reading it as a direct response to the Union of 1707 is, 
perhaps, a tad too simplistic, but similarly seeing it merely as an *update" of 
a medieval source text is also problematic. Indeed, ideas of origins, creativity 
and genius were one of the primary concerns of eighteenth-century aesthetics. 
Over the course of the century the role of the author changed significantly and 
the concept of originality and genius as the driving forces behind authorship 
gained prominence, and, while this is usually situated firmly in the middle of 
the century—in particular, Edward Young's Conjectures of Original Composition 
(1759) are usually cited as the turning point from imitatio to creatio —Daniel 
Cook has recently shown that ideas of originality and the "spirit of imitation" 
originated much earlier in the century, with Joseph Addison's Spectator essays 
from 1711 and 1712.8 As such we can view Hamilton's version as situated between 
these two spheres: it is clearly derivative and more than indebted to Harry's 
original, but it is also, through its updated language and use of heroic couplets, 
rendered not only modern but firmly original. As Hamilton notes on the title 
page, his edition has “the Old obsolete Words [...] rendered more Intelligible”, 
and he has “adapted to the understanding of such who have not leisure to study 
the Meaning, and Import of such Phrases without the help of the glossary"? He 
has not only modernized the work, as most critics claim, but he has adapted it. 
For example, the opening of the original reads 


Our antecessowris that we auld of reide 
And hald in mynde that noble worth died, 
We lat ourslide through verray sleuthfulnes, 


ancestors; should; read] 
hold] 

bypass through very sloth] 
turn ourselves to] 


rearea 


And castis us ever till utter besynes.?° 
In Hamilton’s version, this becomes 


Of our ancestors, brave true ancient Scots, 
Whose glorious scutcheons knew no bars nor blots; 


17 Riddy (2007 [2012]), Kindle edition—no page numbers. 

18 Cf. Cook (2013). 

19 From the title page of the edition printed in Glasgow by William Duncan, 1722. 
20 McKim (2003) 1. 
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But blood untainted circled every vein, 
And ev'ry thing ignoble did disdain.?! 


The “brave true ancient Scots” are Hamilton's, and all three adjectives have 
contemporary resonances that would be echoed by Macpherson's Ossianic Col- 
lections in the 1760s. It is only in the second line that Hamilton follows Harry's 
original—the third and fourth lines, again, resonate with ideas of purity, brav- 
ery and honour. Of course, those concepts are not new—they are found in the 
medieval version in abundance—but Hamilton places them at the outset of his 
poem. Similarly, Hamilton speaks to the reader a few lines later, saying that 


Of such, I say, l'll brag and vaunt so long 

As I have pow'r to use my pen or tongue; 

And sound their praises in such modern strain, 
As suiteth best a Scot's poetic vein.?? 


Not only is there no such section in the original, but in the lines quoted above 
the modern editor has changed "Scots" to “Scot’s’, which certainly changes the 
meaning of those lines. In King's version Hamilton (or his speaker) justifies 
his “modernization” as suiting “a Scot's poetic vein"—that is, it suits the sen- 
sibilities of a Scottish readership and a Scottish author. In Hamilton's version, 
however, the missing apostrophe could also signify a comment on the language 
used by Hamilton: the poem is in Scots, which ties in well with the author's Pref- 
ace, where Hamilton notes that his edition is in “modern Scots.”?3 Both readings 
tie in with Riddy's interpretation, and Hamilton's Wallace is thus an epic that 
both continues an earlier tradition, but one that also revitalizes that tradition. 


Wilkie 


Wilkie's poem, published in 1757 to a mixed reception (though popular enough 
to warrant a second revised edition in 1759), has received scant critical atten- 
tion.?^ It tells the story of the Epigoni, the sons of the Argive heroes known as 
the "Seven against Thebes’, who had fought and been killed in the first Theban 


21  King(1998)1 


) 
) 
23 Hamilton (1772). 

24 Cf. Stafford (1996) 86-88. 


22 King (1998) 1. 


EPIC SCOTLAND: WILKIE, MACPHERSON AND OTHER HOMERIC EFFORTS 363 


war. This war was the subject of the Thebaid, grouped, along with the anony- 
mous (and lost) Epigoni, in the Theban Cycle, the four lost epics of ancient 
Greek literature.?5 The Epigoni, like their fathers, fought against Thebes, but 
unlike the first Theban war the Argives are successful and invade Thebes. The 
events of the Epigoniad are mentioned in the fourth book of the Iliad, where 
Sthenelus gives Agamemnon a short account of the sacking of Thebes.?6 There 
are no extant whole works that Wilkie could have used as source materials, and 
there are only a handful of surviving references to ancient versions of the story. 
Herodotus mentions Homer's Epigoni (but questions the authorship), while 
The Contest of Homer and Hesiod lists the 7000-line Epigoni as Homer's work, 
beginning with the line “But now, Muses, let us begin on the younger men."77 
Wilkie himself, in the Preface that preceded the first edition of the Epigoniad, 
says that the "story [of the poem] is taken from the accounts which we have of 
the heroic age" and admits to poetic license in adding the characters Agamem- 
non and Menelaus and omitting Sthenelus.?8 

Wilkie prefaced The Epigoniad with a lengthy tract intended to situate his 
poem in the wider literary and aesthetic contexts of the period. The Preface 
serves two purposes: it allows Wilkie to formulate a sustained theory of genre 
and the relationship between antiquity and present, and it contains an apology 
and explanation of those parts of the poem that may evoke criticism in his con- 
temporary readership.?? Epic poetry, Wilkie argues, should "extend our ideas of 
human perfection, or, as the critics express it, to excite admiration."3? This in 


25 Cf. West (2003) 4. 
26 In Pope’s translation (Iv. 454—465): 
Not so fierce Capaneus' undaunted son, 
Stem as his sire, the boaster thus begun. 
What needs, O monarch, this invidious praise, 
Our selves to lessen, while our sires you raise? 
Dare to be just, Atrides! and confess 
Our valour equal, tho' our fury less. 
With fewer troops we storm'd the Theban wall, 
And happier, saw the sev'nfold city fall. 
In impious acts the guilty fathers dy'd; 
The sons subdu’d, for heav’n was on their side. 
Far more than heirs of all our parents fame, 
Our glories darken their diminish'd name. 
27 . deSélincourt (2003), 4.32 (p. 250); for Contest, see West (2003) 55. 
28 Wilkie (1757) v and xl. 
29 Wilkie (1757) xlii. 
30 Wilkie (1757) vi. 
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done in several ways: through its *magnified" and heroic characters, through 
the universal manners it depicts, and through its subjects.?! The characters 
should be *accommodated, rather to our notions of heroic greatness, than to 
the real state of human nature"; this suggests a certain familiarity with epic 
poetry on the part of the reader, as without this they would struggle to align 
the characters in epic poetry with that heroic greatness.?? Universal manners 
“are those which arise from the original frame and constitution of the human 
nature, and which consequently are the same in all nations and periods of the 
world"—this accounts for the appeal for classical texts in modern, enlightened 
Scotland.?? Finally, the subjects of epic poetry should be those "that have never 
been treated of by regular historians" —those, Wilkie argues, handed down by 
tradition only.*4 In this, Wilkie inadvertently aligns himself with history writ- 
ing: if the subjects of epic have not been treated by regular historians, then 
surely the epic poet who bases their poem on them is an irregular historian, 
but a historian nonetheless. Indeed, by insisting on a subjects "taken from 
periods too early to fall within the reach of true history"—"those which are 
most remote from our own"—Wilkie actually attempts to forestall the political 
criticism levelled at him by both modern and contemporary commentators: 
that the ancient Greek society depicted in The Epigoniad is some sort of code 
for eighteenth-century Scotland, and that Wilkie himself is a sort of primitive 
poet.35 

In terms of genre theory, Wilkie distinguishes the epic from comedy and 
tragedy, arguing that epic poetry must contain a set of established “machinery”, 
consisting of “how heaven and hell must both of them be put in motion, and 
brought into the action; how events altogether out of the common road of 
human affairs, and no ways countenanced either by reason or experience, must 
be offered to men’s imaginations, so as to be admitted for true.”36 This means 
that epic poetry should include the supernatural, both in terms of its divine 
apparatus and characters, and in terms of its inclusion of uncommon and 
unrealistic events and interventions. Unlike tragedy and comedy, which take 
their subjects from "true history" and "recent instances" epic poetry "should be 
taken from tradition only"; that is, the subjects of epic poetry should be fictional 


31 Wilkie 


(1757) iv, vi and vii. 
32 Wilkie (1757) vi. 
33 Wilkie (1757) iv-v. 
34 Wilkie (1757) vii and xxxv. 
35 Wilkie (1757) vi and viii. 
(1757) 


36 Wilkie (1757) viii. 
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but believable.3” Furthermore, epic poetry is distinguished by its recognizable 
“epic machinery”: “how heaven and hell must both of them be put in motion, 
and brought into the action; how events altogether out of the common road of 
human affairs, and no ways countenanced either by reason or experience, must 
be offered to men’s imaginations, so as to be admitted for true.”38 Fiona Stafford 
has argued that the opening lines of the poem continue Wilkie's remarks 
from the Preface on the “inferiority of the modern poet to Homer’, but this 
undervalues Wilkie's intentions: “I now resume the strain’, he argues, “Not from 
proud hope and emulation vain, / By this attempt to merit equal praise / With 
worth heroic, born in happier days."?? Wilkie qualifies this intention a few lines 
later, noting that “love excites me, and desire to trace / his glorious steps, tho’ 
with unequal pace.”*° The emphasis on inequality, however, is not as much 
about his disbelief in his own poetic abilities, but instead, perhaps, a reference 
to how long it had taken him to compose the poem, and to how little plot (in 
comparison to Homer) he covers in the poem. 

Wilkie's contemporary critics were quick to criticize the work. Although the 
poem "dazzled the Scottish reading public", as Fiona Stafford puts it, others 
were quick to condemn the poem and its author.“ In July 1757, two months after 
the publication of the poem, the Critical Review published a damning review of 
Wilkie's poem. It argued that the Epigoniad "resembles an epic poem in very 
little else but the outward form, and extent of it", and criticizes Wilkie for omit- 
ting both a general plan and an argument for each chapter, something which 
evidently the contemporary reading public had come to expect of such produc- 
tions.?? Furthermore, the review is upset at Wilkie's “anachronistic” characters 
(particularly Agamemnon and Menelaus), and his portrayal of Diomede as 
“weak and effeminate.”*? The review also attacks Wilkie for straying from the 
model of the Iliad and including, for example, episodes reminiscent of “that 
kind of fiction which distinguishes the Odyssey.’44 Of course, before the pub- 
lication of Edward Young's Conjectures on Original Composition in 1759 skilful 
imitation was ranked far higher than creative invention, though the older con- 
cept of inventio (as opposed to the Romantic model of creatio) involved the 


37 Wilkie (1757) xiii. 

38 Wilkie (1757) viii. 

39 Wilkie (1757) 1, ll. 21-24; Stafford (1996) 86. 
40 . Wilkie (1757) 1, ll. 31-32. 

41 Stafford (1996) 86. 

42 Critical Review (1757) 28. 

43 Critical Review (1757) 28. 

44 Critical Review (1757) 30. 
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re-arranged creation of previously created material.^5 But the poem’s style is 
also a source for contempt: it is, the review argues, “written in rhyme (if rhyme 
it may be called) and is in every part of it a poor and servile imitation of the 
great Homer, whose defects that author has faithfully copied, whilst the beau- 
ties of that divine writer have unluckily escaped him.”46 

Two months later Oliver Goldsmith wrote a damning critique in the Monthly 
Review in September 1757, arguing that “The Epigoniad seems to be one of these 
new old performances; a work that would no more have pleased a peripatetic 
of the academic grove, than it will captivate the unlettered subscriber of one of 
our circulating libraries."^? He also criticizes Wilkie's handling of his materials, 
examining his historical inaccuracies in details and concluding that Wilkie “has 
not only forsook, but contradicted [tradition], on almost every occasion; and 
given up the conduct of his poem to an invention barren of incidents, or at best 
productive of trifling ones" 4$ Goldsmith was also keen to criticize Wilkie for 
his use of language: “our northern bard frequently seems, indeed, at some loss 
for a variety of language, which has led him into many disgustful repetitions.^? 
Despite having only moved to London from Ireland the year before, Goldsmith's 
snide emphasis on “northern bard” displays a degree of anti-Scottish sentiment 
that sought to portray literary imperfections as a national affliction; not an 
uncommon display of the Scotophobia that characterized English attitudes to 
successful Scots after the Union of 1707 and the failed Jacobite risings of 1715 
and 1745-1746, and particularly during the period of John Stuart, 3rd Earl of 
Bute’s influence at court and as short-lived Prime Minister in the 1750s and 
'60s.9? Overzealous, Goldsmith not only criticizes the poem as a "Scotch pro- 
duction’, but also for its apparent disregard for Augustan diction, spotting a 
"notorious Londonism" that, he quibbles, mysteriously "found [its] way down 
to Scotland.’5! He also condemns him for being "strongly attracted to Hiber- 
nian shores’, that is, using Irish expressions.?? Goldsmith here not only mocks 
Wilkie's Scottishness, but at the same time attacks him for using un-Scottish 
(and unrefined) language. 


45 Cf. Macfarlane (2007) 1. 

46 X Critical Review (1757) 28-29. 

47 Goldsmith (1757) 228. 

48 Goldsmith (1757) 228. 

49 Goldsmith (1757) 233. 

50 Cf, for example, Fielding (2008) 16 or Rothstein (1982) 63-78. 
51 Goldsmith (1757) 233. 

52 Goldsmith (1757) 233. 
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David Hume responded to the Critical Review piece (though not to Gold- 
smith’s review) in September 1759. In a “Letter from Mr. Hume to the Author 
of the Critical Review, respecting Mr. Wilkie's Epigoniad" Hume displays both 
"surprise, and not a little uneasiness” at the hostile piece.5? He points out the 
poem’s success in Scotland, and emphasizes that while there are “a few mis- 
takes in expression and prosody’, Wilkie had never left Scotland; a response 
that answers Goldsmith's criticism more than that of the anonymous Critical 
Review writer.** Instead of criticizing Wilkie's mix of styles and sources, Hume 
praises him for his innovation: "The whole turn of this new poem would almost 
lead us to imagine, that the Scottish bard had found the lost manuscript of 
that father of poetry [Homer], and had made a faithful translation of it into 
English."55 “Scottish bard” has, of course, different connotations from Gold- 
smith’s “northern bard”: it is less disparaging, and less oriented towards England 
and Englishness.56 Hume's notion that innovation is something worth praising 
is echoed by the Annual Register in its 1808 article on Wilkie: "there is no one 
who does not admire the variegated harmony of Wilkie's versification, formed, 
it would appear on the model of Milton's Paradise Lost or Thomson's Seasons; 
the splendour of the descriptions, and the wonderful powers and apparent 
facility with which he enters into the genius of the times of which he writes, 
and the very soul of Homer"? It is this sense of bringing to life the past that 
Hume also notes when he argues that Wilkie “has drawn a more exact and faith- 
ful copy of antiquity, and has made fewer sacrifices of truth to ornament" than 
writers that have glossed ancient models with sentimental finishes.5® 


Macpherson 


James Macpherson, the editor, translator and embellisher of the group of 
poems known as the "Ossianic Collections" is not generally thought of as an 
epic poet. While “Fingal” and “Temora’, the titular poems of Macpherson's sec- 
ond and third collections of Ossianic works, are both self-proclaimed “ancient 
epic poems" supposedly written in the third century by Ossian the bard, they 


53 Ritchie (1807) 420. 

54 Ritchie (1807) 420 and 421. 

55 Ritchie (1807) 422-423. 

56 For discussions of North Britishness cf. Kidd (1996) 361—382; Colley (1992) 105-132; Rounce 
(2005) 20-43. 

57 Annual Register (1808) 3. 

58 Ritchie (1807) 433. 
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are very much presented as Ossian’s epics, and not Macpherson’s. The first 
Ossianic collection, the Fragments of Ancient Poetry Collected in the Highlands 
of Scotland are of a different genre altogether: they are fragments. In the “Pref- 
ace” to the Fragments, written by Hugh Blair (though published anonymously), 
the fragments are presented as having been “originally episodes of a greater 
work which related to the wars of Fingal’, “ascribed to the bards."5? Even though 
the fragments are not explicitly advertised as epic fragments, the language 
here—“wars” and *bards"— belongs in the realm of epic, as does the mention 
of this “greater work" as a “heroic poem.’®° Indeed, the final three fragments 
are advertised as “obtained of this Epic poem."8! But not only were the Ossianic 
Collections sold as epics, they were also clearly perceived as epics by their audi- 
ence. The Critical Reviews article on Fingal notes that the poem will “be found 
a truly epic poem, and (under correction be it spoken) in many places supe- 
rior even to Homer and Virgil" While subsequent readers have disagreed with 
this judgment, itis worth noting that Macpherson's epics are here compared to 
Homer and Virgil, when Homer alone was usually drawn up as the model for the 
Ossianic Collections.9&? For the writer of the Critical Review article, Fingal is an 
epic poem primarily because "it celebrates and records the actions of heroes; 
as the subject is great, single and entire.”®? Similarly, the Monthly Review's arti- 
cle on Temora (vol. 28, 1763) Ossian is called "the Homer of the North", while 
the London Chronicle (vol. 13, 1763) points out that the poem “has all the grand 
essentials of the epopca."6 

The Ossianic Collections, however, were not Macpherson's first foray into 
epic writing. In the 1750s, after returning to his native Ruthven after leaving 
Marischal College in Aberdeen, Macpherson wrote two epics: "The Hunter" 
(1756) and The Highlander (1758).6° "The Hunter" was never published, and 


59 Blair (1760); Blair admits to writing the Preface in a letter to Henry Mackenzie dated 1797, 
and reprinted in Mackenzie (1805). 

60 Blair (1760). 

61 Blair (1760). 

62 This is usually followed by remarks about Macpherson's education at Aberdeen, where 
the curriculum was still much influenced by Thomas Blackwell's An Enquiry into the Life 
and Writing of Homer (1735). 

63 Critical Review article (Scots Magazine (1761) 644). 

64 Monthly Review (1763) 274, London Chronicle (1763) 196. 

65 ‘The Hunter was written in 1756-1757, and it only survives in Laing's edition of The 
Poems of Ossian. A couple of passages are dated November 1756. Laing prints the poem 
from a manuscript found by the Rev. John Anderson, the minister of Kingussie, after 
Macpherson's death. Sadly, this manuscript is now lost. 
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shares similarities with The Highlander, and has thus been seen as a draft ver- 
sion of the later poem.®® The plot of “The Hunter" tells the story of Donald, a 
young orphaned highlander, who leaves the Highlands for Edinburgh, where an 
invading army is waiting to attack. He fights them off almost single-handedly, 
earning praise from the king and nobles. Eventually his true parentage is dis- 
covered: he is the son of a noble and thus able to marry Egidia, the king’s 
daughter. The poem ends with their union. While the poem thus undoubtedly 
shows epic overtones, its premise is one of romance: Donald does not leave his 
home because he wants to fight for his country, like, for example, Duffus in The 
Highlander—he only hears about the invasion after he has left—but because 
a fairy, whose faun he accidentally kills, instills ambition in him as revenge. 
This presentation of the poem as a literal fairy tale immediately establishes it 
as a romance epic, or an epic romance, like Spenser's Faerie Queene.9? Donald’s 
search for honour and glory, initially driven by the ambition that the fairy gen- 
erated in him, is, in fact, a quest: as Barbara Fuchs points out, quests were tradi- 
tionally made for love or adventure, and Donald’s combines both.98 His quest 
begins as an adventure, but quickly, after he has proven his worth, turns to love 
and the pursuit of Egidia. Similarly, Donald's (albeit unwitting) search for his 
origins can be seen as a quest.9? Another romance element occurs in Canto VI, 
during the feast after the successful battle: the minstrel. More medieval than 
the Ossianic bard (and more English than Celtic), the unnamed minstrel in 
“The Hunter” sings not only of the exploits of heroes, but also tells stories of love 
and courtship. This is reflected by the poem as a whole: both war and love are 
present in "The Hunter’, but love plays a far greater role than it does in The High- 
lander, which is almost exclusively focused on war; there, love is almost just a 
side-line to the wider concerns of war and nationalism. In “The Hunter”, love is 
revealed as a force stronger than patriotism: “Love’, it is said, “only pleases; love 


66 Cf. Stafford (1989) 61. 

67 David Fairer points out that ‘the scholarship of John Upton (1707-1760) and Thomas 
Warton (1728-1790) in the 1750s effected a breakthrough in critical understanding of The 
Faerie Queene. Upton's Spenser's Faerie Queene. A New Edition with a Glossary, And Notes 
explanatory and critical, 2 vols (London: J. & R. Tonson, 1758 [actually 1759]) marked a 
great advance in establishing an authentic text and offered the earliest analysis of the 
historical allegory; and Warton's Observations on the Faerie Queene of Spenser (London: R. 
& J. Dodsley, 1754), expanded to two volumes in 1762, revealed for the first time the full 
scope of Spenser's sources, especially the poem's kinship with medieval romance' (Fairer 
(2000) 45). 

68 Fuchs (2004) 4. 

69 Fuchs (2004) 28. 
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alone shall pain: / Disturbed the mien of unaffected ease, / And all that native 
sweetness formed to please" (VI. 74-76). Unlike The Highlander, which closes 
with the hero as king, and his responsibilities divided between “a husband’s 
care” and “Albion’s rocks” (Highlander V1. 269, 271), the ending of “The Hunter” 
is only concerned with the love interest in the poem: the union of Donald and 
Egidia. This blend of epic and romance—if not its style or form—anticipates 
the Ossianic Collections.”° 

The Highlander is an epic poem in heroic couplets in the vein of Pope and 
Dryden. It is set in the tenth century and tells the story of the Viking invasion 
of Scotland. Its main character Alpin, a simple Highlander, single-handedly 
defeats the Vikings. He falls in love with Culena, the daughter of the Scot- 
tish king, Indulph. Eventually Alpin is discovered to be the rightful heir to the 
throne, Duffus—Indulph's nephew. He marries Culena, Indulph dies, and Duf- 
fus is crowned king of Scotland. Despite the lack of critical attention, or indeed 
popular success, the poem is an important example of Macpherson's lifelong 
interest in history. In the poem Macpherson translates Scotland's factual past 
into neo-classic verse, and its originality lies in this. The Highlander is original 
because it is the earliest historical epic set in Scotland after the battle of Cullo- 
den in 1746 and as thus is a founding text for the assertion of Scottish identity 
in a pro-Union British context. It is also original because of the way Macpher- 
son refashioned history: the poem is simultaneously imitative and inventive. 
It imitates neo-classic epics, such as Pope's Iliad and Dryden's Aeneid, but its 
subject matter is inventive: history, not fiction. Its added layer of romance and 
pan-British nationalism sets it apart from the earlier epics. And it is original 
because it has traceable sources, a recognizable form, and a positive outlook. 
The prophecy in Canto v particularly emphasizes this: it heralds British glory 
for Scotland. 

Hall has observed that "if his poems lack the consistency expected from 
historical documents [...] Macpherson achieves the coherent design expected 
from probable romantic fiction."! Unlike the Ossianic Collections, The High- 
lander is foremost a history in verse, with only a few sentimental elements. 
Its very genre—epic—is symptomatic of this: while both the Ossianic Collec- 
tions and The Highlander have been interpreted as an attempt to formulate, 
or recover, the Scottish epic, the Ossianic Collections have been successfully 
reinterpreted as romance. The Highlander, though, is a valid attempt to formu- 
late an epic that was more historical than antiquarian: its sentimental conces- 


70 Cf. Moore (2003). 
71  Raddliffe (1998) 35. 
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sions, as Gerard Carruthers observes about the Ossianic Collections, are due to 
the period’s need for “antique subject-matter collided with the predilections 
of the age of sensibility.’ Dafydd Moore has pointed out the treatment of 
vanquished foes in the Ossianic Collections as a symptom of this sensibility— 
something which can easily be extended to the earlier Highlander, as Duffus 
also refuses to take advantage of his enemy, Haco, throughout the poem. Of 
course, The Highlander, with its neo-classic form and emotional hero, is far 
removed from the grandeur and sublimity of the Ossianic Collections. Yet, like 
the Ossianic Collections (and, Carruthers would argue, like most Scottish liter- 
ature of the age), The Highlander adapts older material and presents an idea of 
Scotland both ancient and contemporary. 

The poem thus anticipates the Ossianic Collections as an attempt to (re-) 
write Scottish history, and to give Scotland an epic. Both in itself and seen 
together with the Ossianic Collections it is the earliest post-Culloden attempt 
to forge a Scottish epic from actual historic sources; an adaptation of history 
that is authenticated by the past. Indeed, as Alexander Macbain observed, The 
Highlander is “vigorously original in thought and expression"? In form The 
Highlander is a straightforward neo-classical epic poem, modelled on eigh- 
teenth-century translations of the classics. Pope's Iliad and Dryden's Aeneid are 
particularly relevant: Macpherson's poem derives parts of its plot and expres- 
sions from these epics. On closer inspection, however, this becomes no more 
than a mere shared framework of poetic conventions; its originality lies in 
its added layer of romance and British nationalism. The Highlander explores 
at least two of the themes of romance that Dafydd Moore sets out when he 
discusses the genre of the Ossianic Collections: the meaning of heroism, and 
the nature of sentiment." While Macpherson's heroes—both Scottish and 
Danish—display many of the character traits and values that the classical 
heroes adhere to, he constructs them with a sentimental finish that antici- 
pates both the Ossianic Collections and (Romantic) Men of Feeling. Duffus in 
particular is singled out as compassionate: throughout the poem he displays 
unexpected sympathy towards Haco, his Danish opponent. Twice he has the 
opportunity to kill him in nocturnal duels, and both times he is overcome by 
sentiments. The first time he "scorn'd to take advantage of the foe" (1. 238), he is 
rewarded by Haco's respect and, more materially, Haco's shield so that they can 
evade one another in the coming battle. The second time, Duffus is moved by 


72 Carruthers (2001) 187. 
73 Macbain (1887) 193. 
74 Moore (2003) 84. 
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Haco's feelings for his bride, Aurelia, who followed Haco to the battle. Duffus’ 
“feeling breast" is “touched” (111. 295) by a scene between the lovers he inad- 
vertently witnesses, and he refrains from contending with Haco alone. While 
Duffus is not, of course, a knight in shining armour, on a questto defeat a super- 
natural creature and to win the love of his lady, there are nonetheless elements 
of this in the poem. Canto 1v is particularly relevant here: in it Duffus rescues 
Agnes, one of Culena's maids, from the unwanted advanced of Corbred, which 
secures him not only the admiration of the Court and King Indulph, but also 
the love of Culena: "fair Culena feels a keener dart, / It pierc'd her breast and 
sunk into her heart" (1v. 87-88). The use of "fair" here and later in the canto 
is indicative of romance rather than epic, as is Duffus' description as "gallant 
youth" (Iv. 81). In Canto Iv we also find a staple of epic poetry: games. 


Conclusion 


In The Mid-Eighteenth Century, John Butt and Geoffrey Carnall claimed that 
“as for the ‘classical’ epic, the stubbornness of a Scot seemed now required to 
bring one to fruition.’”> As this essay has shown, the Scots indeed invigorated 
epic writing in the period. Hamilton, Wilkie and Macpherson all produced 
epics that were Scottish in language and content or, in the case of Wilkie and 
Macpherson, where the nationality of their author mattered a great deal to 
their reading public. Epics are ingrained in Scottish literature, from the earliest 
surviving Scots text Barbour's Brus and Gavin Douglas’ Eneados, a translation 
of the Aeneid into Middle Scots (1513), to Robert Burns "Tam O'Shanter" (1791) 
and twentieth-century efforts by Hugh MacDiarmid and Robert Garioch. Both 
MacDiarmid's "A Drunk Man Looks at the Thistle" (1926), and Garioch's "Sisy- 
phus" (1960s), both written in synthetic Scots, have been seen as epics, as has 
Alasdair Gray's Lanark (1981)."6 As such the three epics discussed in the body 
of this essay are not the end-point of Scottish epic writing, but, perhaps, mark 
one revival of epic writing in Scotland. 


75 Butt et al. (1979) 93. 
76 Foradiscussion of the idea of epic in the Scottish Renaissance movement, see Riach (1991). 
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Virgil Mentor: Ursula Le Guin’s Lavinia 


Nickolas A. Haydock 


And I remember, always, that I am contingent. 
68 


Ursula Le Guin’s recent novel, Lavinia (2008), deserves serious critical atten- 
tion as among the best of recent attempts to novelize ancient epic from an 
uncanny perspective. An Afterword to the novel thoughtfully characterizes its 
relationship to Virgil as a “translation” from epic to novel, as a “meditative inter- 
pretation” and “the unfolding of a hint” (274) dropped in the poet’s sketchy 
presentation of the titular character. As we shall see, different sections of the 
novel relate to the Aeneid and its poet in different ways. The novel also deserves 
and perhaps even demands to be seen within the context of and as a contribu- 
tion to the Virgil tradition. 

There is a gateway of polished ivory through which authors have passed into 
the Aeneid, like shades into a dream. The gateway opened in 19 BCE in the port 
city Brindisi (ancient Brundisium) because Virgil died there, reportedly after 
consigning to the flames the scrolls of his epic poem. A distich from the first- 
century poet Sulpicius Apollinaris cited widely in early lives of the poet wittily 
compares the destruction of the Aeneid with the iliupersis: 


Infelix gemino cecidit prope Pergamon igni, 
Et paene est alio Troia cremate rogo. 


Luckless Pergamum nearly fell in a second fire, 
and Troy was almost consumed on another pyre.! 


The delicate metonymy (container for the contained) is densely nested with 
allusions. "Infelix" and "alio ... rogo" refer only by extension to Troy; they are, 
instead, oblique references to the tragedy of infelix Dido. Virgil's poem too is 


1 Text and translation from Ziolkowski and Putnam, eds. (2008) 423. 
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threatened like Latium with the fate of Troy, evoking the moment in Book 10 
when Venus complains that the newborn walls of Troy are again at risk.2 Octa- 
vian is supposed to have countermanded the last wishes of the poet and set 
Lucius Varius and Plotius Tucca to work editing the Aeneid for publication. 
Other than Homer’s legendary blindness, this may be the single most influ- 
ential biographical factoid in western literary history. The Donatus Auctus, a 
fifteenth-century version of the grammarian’s fourth-century biography, has 
an eloquent adaptation of the story of what happened on Virgil's deathbed, 
September 22, 19 BCE: 


When he [Virgil] realized that he was worsening with disease, he called 
often and with great insistence for his writing cases in order to burn 
the Aeneid. His requests were being refused, he directed in his will for 
it to be burned as an imperfect and incomplete thing; yet Tucca and 
Varus warned that Augustus would not hear of it. Then he consigned his 
writings to Varus and Tucca both, on the condition that they would not 
publish anything that had not been published by him himself, and that 
they would leave any unfinished verses (if there were any) as they were.? 


The most striking of the changes this humanist biography makes to its source 
in the Vita Suetonii vulgo Donatiana is in the pejorative characterization of 
the state of the poem at Virgil’s death ut rem inemendatum imperfectamque.* 
Donatus had said nothing of the state of the manuscript or why Virgil wanted 
it burned. Many early readers, like many scholars today, assumed that Vir- 
gil referred to the incomplete half lines and that the wish to burn his text is 
emblematic of a poet obsessed with stylistic perfection. By the fifteenth cen- 
tury, Virgil’s wish to destroy the poem has become a part of his will and the 
poem itself is described contemptuously “as an un-amended and incomplete 
thing.’ 

The Donatus Auctus is contemporary with Maffeo Vegio’s famous Supple- 
mentum to the Aeneid (1428), which frankly treats the poem as unfinished 
(rather than simply unrevised), and appends what the humanist culture of 
fifteenth-century Italy deemed a fitting conclusion. According to Craig Kallen- 
dorf, Vegio’s poem attempts to resolve ethical tensions posed by the sympa- 
thetic representations of Dido and Turnus by eulogizing virtue and castigat- 


2 This speech of Venus to Jupiter comes at 10. 17-62. 
3 Ziolkowski and Putnam (2008) 361. 
4 Ziolkowski and Putnam (2008) 349. 
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ing vice in frankly uncompromising terms.” In Maffeo's version, the killing of 
a defenceless Turnus provokes none of the recrimination that has dogged the 
modern critical history of Virgil's poem. Instead, the Rutulian's fleeting spirit 
dispels the collective madness of the Latins, who curse their insane love of 
war: et proelia damnant, | insanumque horrent optati Martis amorem ("and 
[they] curse the conflict, shuddering at the crazed passion for Mars they once 
desired").6 At the end of the Supplementum, Aeneas’ own dead body is cleansed 
of any mortal stain, and his soul apotheosized among the fixed stars by mother 
Venus (lines 623—630). In starkly disambiguating the moral complexities of 
Virgil's poem and its controversial ending, Maffeo in a sense authorizes exactly 
the kind of ethical reading of the poem that other Italian humanists were also 
endorsing. Though few modern readers would sign off on this interpretation of 
the poem, the idea that the work and especially its ending present ethical flaws 
that Virgil could and perhaps should have repaired still inspires both detractors 
and defenders of the poet. 

Early attempts to authorize allegorical interpretations were made as well, 
beginning perhaps with Fulgentius, who conjured the spirit of Virgil to dictate 
a reading of the Aeneid as an allegory of the stages of human life from birth 
through adulthood: 


Send me now the Mantuan Bard in person, so that I can lead his fugitive 
meanings into the light. And behold—he comes toward me well filled 
with a draught of the spring of Mt. Helicon. He is a proper image of a Bard 
with his tablets raised in order to treat his topic, and with a fixed frown 
murmurs some mysterious truth that wells up from within him." 


Virgil comes bearing all kinds of arcane knowledge, though Fulgentius poses 
as a timid pupil of the poet, able to handle only those mysteries that are easily 
reconciled with Christian beliefs. Still, the notion of Virgil's spirit returning to 
resolve or struggle anew with the enigmas of his poem has proved an enduring 
one. In part, this is what drives his appearance to Dante in the Divine Comedy, 
and, in the postmodern age, what drives Hermann Broch's masterful stream of 
consciousness novel, which follows the mind of the poet into his feverish last 
days in Brindisi through delirium and even beyond the brink of death. 


5 Kallendorf (1989) 100-128. 
6 Vegio (2004) 2-3 (lines 9-10). 
7 Preminger, et al. eds. (1974) 330. 
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In Le Guin’s fantasy classicism it is Lavinia herself, the stubborn facticity of 
her existence despite how little the poet had said about her, which persuades 
the wandering shade of Virgil that his poem remains unfinished. Lavinia also 
helps her husband Aeneas come to terms with that terrible last moment when, 
seemingly about to offer mercy to a kneeling Turnus, Aeneas sees the belt of 
Pallas and a mad rage bursts forth: 


Stetit acer in armis 
Aeneas uoluens oculos dextramque repressit; 
et iam iamque magis cunctatem flectere sermo 
coeperat, infelix umero cum apparuit alto 
balteus et notis fulserunt cingula bullis 
Pallantis pueri, uictum quem uulnere Turnus 
strauerat atque umeris inimicum insigne gerebat. 
Ille, oculis postquam saeui monimenta doloris 
exuuiasque hausit, furiis accensus et ira 
terribilis: “tune hinc spoliis indute meorum 
eripiare mihi? Pallas te hoc uulnere, Pallas 
immolat et poenam scelerato ex sanguine sumit." 
Hoc dicens ferrum aduerso sub pectore condit 
feruidus; ast illi soluuntur frigore membra 
uitaque cum gemitu fugit indignata sub umbras. 

VERG. Aen. 12. 938-9528 


Aeneas stood, ferocious in armor; 

his eyes were restless and he stayed his hand; 
and as he hesitated, Turnus' words 

began to move him more and more—until 
high on the Latin's shoulder he made out 

the luckless belt of Pallas, of the boy 

whom Turnus had defeated, wounded, stretched 
upon the battlefield, from whom he took 
this fatal sign to wear upon his back 

this girdle glittering with familiar studs. 

And when his eyes drank in this plunder, this 
Memorial of brutal grief, Aeneas, 


8 All citations of Virgil, hereafter referenced with book and line numbers infra, are from 
Mynors, ed. (1969). 
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Aflame with rage—his wrath was terrible— 

Cried: “How can you who wear the spoils of my 

Dear comrade now escape me? It is Pallas 

Who strikes, who sacrifices you, who takes 

This payment from your shameless blood.” Relentless, 
He sinks his sword into the chest of Turnus. 

His limbs fell slack with chill; and with a moan 

His life, resentful, fled to the Shades below. 


trans. MANDELBAUM, 12. 1252-12719 


This passage remains an open wound in the western psyche. The language of 
human sacrifice would seem to strike at the core of the identity of pius Aeneas, 
but, as Rene Girard maintains, such sacrifices are at the origins of any social 
order, state or religious.!° What does it mean to "found" (condit) an empire with 
a sword in the chest of suppliant? Or do the exigencies of war and the greater 
good of making peace constitute a justifiable state of exception in Georgio 
Agamben's terms? 

Above we saw Maffeo’s Supplementum shiftily transferring the furor from 
Aeneas to the Latins, whose madness is dispelled by the death of Turnus. Le 
Guin too wants to close the wound at the end of the Aeneid, but not before 
probing it thoroughly. Her Virgil is a “wraith” (38) whose spirit has fled a dying 
body on a boat to Brindisi and continues to wander, not least because his poem 
is incomplete: 


I have been granted what few poets are granted. Maybe it’s because I 
haven't finished the poem. So I can still live in it. Even while I die I can 
live in it. And you (Lavinia), you can live in it, be here—be here to talk to 
me even if I can’t write. 


gill 


A good deal of postmodernist fiction is built on such meta-fictional slippages 
into the worlds that books open up, but neither contain or circumscribe. In- 


deed, as is often the case in the Virgilian tradition, this anachronistic meeting 
between Lavinia and Virgil recalls an episode from the poem: the more tempes- 


9 Translations of the Aeneid are from Mandelbaum (1971). 
10 . Forinstance, Girard (1977). 
11 Le Guin (2008) 51. All further quotations are cited by page number infra. 


380 HAYDOCK 


tuous encounter of Dido and Aeneas, who likewise could never have met since 
they lived more than a hundred years apart.! 

Like a tutelary spirit, Virgil gives Lavinia a short course on the poem as it 
exists, but encountering his hazily sketched heroine in the flesh has caused the 
poet to doubt his vaunted prophetic powers: 


“No, I know very little. And what I thought I knew of you—what little I 
thought of at all—was stupid, conventional, unimagined. I thought you 
were a blond!” [...] In any case, how could one possibly end a story with a 
marriage? 

"It's all wrong’, he said. “I will tell them to burn it.” 

Whatever he meant, I did not like the sound of it. “And then look back 
from out at sea and see the great pyre flaming?" I said. 

He gave his short laugh. “You have a cruel streak, Lavinia." 

58 


Her "cruel" jest comes straight from the Virgil tradition, specifically the lines 
from Sulpicius quoted above where the burning of the manuscript is compared 
to the sack of Troy and Dido’s self-immolation seen by Aeneas from out at sea 
as he sails away from Carthage. Having met his heroine, Virgil also vets Maffeo's 
solution to the problem of the ending: concluding with a "marriage" rather 
than a *murder" (59) is risibly incongruous for the Iliadic half of his Homeric 
epic. Lavinia continues probing the poet's lacerating self-criticism as a kind of 
Philosophia consoling Boethius until Virgil admits that the ending is a sign of 
his own moral weakness, as well as his hero's: ^I haven't the strength to go on. 
That's the trouble. I am weak. So the end will be cruel" (59). In the forest of 
Albunea, Virgil remembers leading another poet through a dark wood; now 
Lavinia—like a second Beatrice—will have to lead Virgil beyond the Limbo to 
which his own weakness has doomed him. 

After she marries pius Aeneas, Lavinia attempts to talk her husband through 
the traumatic ending of the war and poem. 


It was the ending of it that weighed on Aeneas: the manner of Turnus' 
death. To him, that put all the rest into question. He saw itas a murder. He 
saw himself as a murderer. He had withheld his sword, giving Turnus time 
to surrender to him fully and courageously, and yet after that, dismissing 


12 See Desmond (1994) 1-22. 
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the obligation to spare the helpless and pardon the conquered, in a fury 
of vengeance he had killed him. He had done nefas, unspeakable wrong. 
187 


That the poet and his hero Aeneas are both allowed to expiate the nefas of the 
poem’s ending already arguably constitutes a more satisfactory conclusion than 
the extant one. But in her eagerness to condole with Aeneas’ post-traumatic 
stress Lavinia pushes him beyond regret to an anagnorisis of the limits of 
righteousness itself: 


"It was a challenge to the death between you two. Nothing else could have 
ended the war. That is the order—the fas of war. Isn't it? And you obeyed 
it. You did what you had to do, what had to be done. As you always do!” 
[...] I thought he was struck by my argument. He was stricken by it. It 
was only much later that I saw I had taken from him the self-blame that 
allowed him some self-justification. If he could not see his battle rage as 
the enemy of his piety, as fury for a moment overcoming his better self, 
if he could not see his killing Turnus as a fatal instant of disorder, then 
he had to see the fury as part of his true nature, part of the right order 
of things, the order he had spent his life trying to uphold, serve, preserve. 
If that order held his killing Turnus to be a righteous act, was it, itself, 
righteous? Turnus' death ensured the victory of Aeneas’ cause, but it was 
a mortal defeat for the man Aeneas. 
189-190 


To be clear: Virgil’s poem, in my view, promotes such questionings of the violent 
nature of the sacred and the mutual implication of revenge and righteousness 
in the world it represents. But watching both the poet and Aeneas win through 
to these realizations after the heat of war has dissipated makes for a satisfying 
addendum to the epic, wherein the work and its critical history are allowed for 
a time to occupy the same imagined space and come to a reasoned, just accord. 

Readers of fantasy fiction recognize that the genre’s chronotope is not simply 
free invention; rather, it is composed of collisions and collusions of disparate 
spaces and times that interact in aesthetically pleasing and ethically provoca- 
tive ways. In fantasy classicism or medievalism main characters and/or nar- 
rators typically focalize a perspective on the distant past designed to render 
its alterity open to our inspection without obliterating the exotic strangeness 
that attracted us in the first place. A fascinating example of how Lavinia’s per- 
spective makes the obscure legible for modern audiences comes in the early 
ekphrasis of Aeneas’ shield. Almost indeed a tour de force employing intertex- 
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tuality as well as anamorphosis, Lavinia’s word picture of the shield highlights, 
like its Aeneid intertext, the incomprehensibility of the images pictured there. 
In fact, it is unfortunate that Servius seems to have been mistaken in con- 
tending that the clipei non ennarabile textum (the indescribable texture of the 
shield, 8. 625) refers to the metalwork rather than the images. Non-narratable, 
the shield certainly is for Aeneas, because what he sees pictured there hasn't 
happened yet. He shoulders the fame and fates of his people all unknowingly 
(ignarus, 8. 730). Gransden cleverly suggests that, “For the implied Augustan 
reader, Aeneas' naive and ignorant view is balanced by the eye of understand- 
ing, of recent memory, of delight in recognition.” 

Le Guin's Aeneas is still in the dark about the images, even though the shield 
now decorates the hallway of the palace where he and Lavinia reside. But, per- 
haps not surprisingly, Lavinia sees things there that Aeneas cannot. Le Guin's 
text translates the recognitions of "implied" Augustans for implied Postmod- 
erns. Just as Virgil's ekphrasis works as a transformation of the description of 
the shield of Achilles in Homer's Iliad, so too does Le Guin's version adapt 
WH. Auden's blisteringly ironic poem, The Shield of Achilles. The situation 
described in the modern poem has Thetis viewing the shield over Hephaestos' 
shoulder. It stresses the shocking failure of the artwork to live up to expecta- 
tions. There are no shining cities but "instead / An artificial wilderness / And a 
sky like lead" no “dancing-floor / But a weed-choked field": 


The thin-lipped armorer, 
Hephaestos, hobbled away, 

Thetis of the shining breasts 
Cried out in dismay 

At what the god had wrought 

To please her son, the strong 
Iron-hearted man-slaying Achilles 
Who would not live long.!^ 


When Lavinia looks at Aeneas' shield, she finds depictions of the many wars 
still to come troubling and confusing; yet as she stares at the images, they 
undergo an anamorphosis, transforming from representations of the she-wolf 
and Sabine women, Actium and Augustus, to a more distant and more horrify- 
ing preview of history: 


13  Gransden (1984) 96. 
14 Auden (1991) 596-597. 
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As I continue looking I see things I never observed before. The city, 
or some great city, lies all in ruins, utterly destroyed and burned. I see 
another destroyed city, and another. Enormous fires burst out in a line, 
one after another, enveloping a whole countryside in flame. Huge ma- 
chines of war crawl on the ground, or dive under the sea, or hurtle through 
the air. The earth itself burns in oily black clouds. Now an immense round 
cloud of destruction rises up over the sea at the end of the world. I know 
it is the end of the world. I say to Aeneas in horror, “Look, look!” 
25 


But of course he can't see it. This anamorphic shield only works its magic 
for immortals like Lavinia or for those moderns who cannot conceive of an 
apocalypse that does not include the mushroom clouds of nuclear war. 


Lavinia’s Odyssey 


Iam matura uiro, iam plenis nubilis annis 
Aen. 7.53 


The novel includes no formal divisions, not even chapter numbers, although 
breaks are signalled by a space followed by a line in capital letters. Nevertheless, 
its structure may be neatly divided into three parts, which I will call "Lavinia's 
Odyssey" "Lavinia's Iliad", and "After Virgil" for reasons that will become clearer 
as the discussion unfolds. Additionally, brief flash-forwards are intercalated 
where Aeneas and Lavinia as husband and wife converse about the past, lend- 
ing, along with oracles and fate, a determinism to all that occurs. The first 
part, “Lavinia’s Odyssey" serves a prequel to the war in Latium as narrated in 
Books 7-12 of the Aeneid. It ends on page 95 with Lavinia watching as the 
Trojan ships sail into the mouth of the Tiber. In this sense, Le Guin's novel 
is distinctly Virgilian because of its intense investments in the imagery and 
structure of its source. As Virgil transformed the significance of Homeric lines, 
episodes, and structure, so too does Le Guin seek to create meaning and irony 
through varied repetitions. The shade of Virgil first appears to Lavinia across 
the altar of the Tiburtine Sibyl in Albunea, thus serving as a counterpart to 
the Cumean Sibyl that accompanies Aeneas in his descent into the under- 
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world. Virgil’s first words, “What place is this?” (38), evoke Aeneas’ meeting 
with Venus in Aeneid Book 1 (325-334). In the event, Lavinia turns out to be 
just as much the child of Virgil as Aeneas is of Venus. More importantly, a 
dramatic scene of misrecognition is played out, just as in the Aeneid where 
Aeneas fails at first to recognize his mother in disguise. In Le Guin, it is Vir- 
gil's halting anagnorisis that infuses the scene. He doesn't at first recognize 
the woman he wrote about so conventionally and sparsely as a virgin “ripe 
now for a man” and as the Lacanian sign of the phallus in Latium. As the poet 
repeats the phrase obsessively its tone transforms, like Virgilian phrases in the 
Centos, becoming almost a self-mocking reproach, a sign of his own failure to 
recognize the integrity of an abundantly rich life that belies his own flat inven- 
tion. 

Virgil himself is on a kind of Odyssean nostos, his body on a ship that has 
yet to arrive in Brundisium and his spirit wandering, seeking out his home in 
Rome, and finding it, though as it existed more than a thousand years before he 
lived—perhaps sometime in the twelfth century BCE. As Aeneas narrates por- 
tions of his history to Dido in Books 2-3 in the Aeneid, so too does Virgil narrate 
the Odyssean half of the Aeneid to Lavinia, with an important exception. We 
have for the most part only Lavinia’s summaries of these performances. She 
remembers and records only what means most to her. The effect of these sub- 
jectively inflected summaries is analogous to Chaucer's House of Fame, which 
likewise reproduces the Aeneid albeit in an uneven form, which quotes partic- 
ular lines and privileges certain favoured episodes, while omitting or passing 
rapidly over whole swaths of Virgil's original text. Chaucer’s dreamer produces 
something like an image of late-medieval receptions of Virgil, where the treat- 
ment of the romance in Book 4 overwhelms the rest of the Aeneid and the final 
six books are summarized in a few lines.!5 Lavinia's Odyssey is likewise a sub- 
jective reception of Virgil's first six books. 

Lavinia reprises the Odyssean half of the Aeneid over the course of three 
instalments. In the first of these, adhering to what Servius called the ordo 
naturalis, she begins with a revealing praeteritio: 


I cannot say here all he sang, about the great horse, and the snakes that 
came out of the sea, and the fall of the city. I will tell only whatIhave most 
thought about in the tale. 

44-45 


15 Haydock (2006). 
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A summary of Book 2 without the Trojan Horse or death of Laocoén or 
the sack of Troy seems woefully idiosyncratic. But what Lavinia passes over 
and what she ruminates on constitute a window into her heart and mind. She 
remembers things that have a personal salience for her: such as the omen of 
Ascanius’ with his hair on fire (something she herself will experience); Aeneas’ 
loss of his wife Creiisa in the chaos of Troy’s last night; and his pathetic attempt 
to embrace her immaterial shade. 

In the course of their second meeting, Lavinia asserts herself even more. 
She queries the poet about why, if Aeneas so loved and cherished his wife, he 
did not seek her out when he visited Hades. She also insists that the reluctant 
poet tell her about the love affair with Dido. Between them, poet and young 
woman adjudicate the question of Aeneas’ culpability in Dido’s suicide, a 
controversy that goes back at least to Ovid's Heroides. Lavinia finally delivers 
a verdict that betrays how hearing of Aeneas' adventures has engaged her 
sympathies: ^I could not like this African queen but I could not possibly despise 
her. Yet suicide seems a coward's answer to betrayal. I said so" (56). Dido's 
despair continues to smoulder, perhaps because both the poet and girl are 
tied to her typologically. Lavinia, like Dido, is falling in love with Aeneas while 
hearing heart-wrenching stories about his past. While Virgil, remembering 
Dido's suicide, is falling further into despair and for the first time resolves to 
have the Aeneid burned. 

As their conversation resumes the next day, the toll that recounting the plot 
of the Aeneid has taken on the poet becomes progressively evident. Having 
Virgil as a mentor figure allows him to fulfil his traditional role in guiding 
Lavinia into adulthood. In part, his purpose is to ready her for what is to come, 
just as Aeneas' journey to the underworld prepares him for what is to come. 
Virgil's visitations also recall his role in the Divine Comedy, where he serves as 
a guide to a revealed truth that the prophecies of the fourth eclogue darkly 
anticipated. But Lavinia's Virgil plunges deeper and deeper into despair, while 
Lavinia increasingly digs in her heals, rather than follow him. She witheringly 
rejects the assigning of dead infants to the bog-like hinterlands of Hades, 
calling it a *misinvention" “wrong”, and, worse still, “nefas” Eventually, though, 
they reconcile and Virgil parts from her with revealing endearments, invoking 
Lavinia in significant terms: "My unfinished, my incomplete, my unfulfilled" 
(68). 

Throughout these meetings the poet's voice and shade have been waning. 
The two have agreed that cruelty comes out of weakness. In their third and 
final meeting, Virgil's paraphrase of the last six books of the Aeneid functions 
as prophecy, just as does Aeneas' final vision of his progeny in Book 6. Yet the 
curtness of the summary only augments the unspeakable disgust it provokes. 
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Virgil begins with an anti-heroic outline of the realities of war: “Battles, sieges, 
slaughter, slave-taking, town burning, rape” (87). He then vomits forth a slew 
of carnage in vertiginous confusion—two pages of convulsive abjection of his 
poem and himself. The senseless violence has become a means to torment 
Lavinia: "T can tell you the war, Lavinia. Shall I? He did not wait for my 
answer" (87). At the end he sadistically queries, “How do you like my poem 
now, Lavinia" (89). She cries as “he sang his hideous chant of slaughter" (89), 
but soon rallies, calling Virgil’s hero and her future husband a “butcher.” Both 
agree ultimately however that the final verdict on the poem will depend on how 
it ends. Though never stated outright, Lavinia herself is clearly the conclusion 
Virgil's unquiet spirit has been searching for, an ending that will save the text 
as allegorical readings once did. The poet's shade now begins to fade away 
completely. Lavinia tries to embrace it as Aeneas had the shade of Anchises 
in the underworld. Though she views the world of the poem from a privileged 
perspective, she also suffers its recursive pathos, its compulsive sublimity. 


Lavinia's Iliad 


The nobody that everybody was fighting about. 
145 


What might well be called the other Troy story begins as far as we know in 
the first century CE with two putatively eye-witness accounts of the Trojan 
War. These are admittedly partisan retellings. Dares Phrygius, who appears in 
the Iliad as a Trojan priest of Hephaestus, is the nom de plume taken by the 
author of De Exidio Troiae Historia; while the self-styled Dictys Cretensis, the 
supposed author of Ephemeris de Historia Belli Troiani, assumes the identity of 
a soldier who fought with the Cretan general Idomeneus. C.D. Benson offers a 
brief outline of this tradition: 


We do not know the circumstances surrounding the creation of either. 
They are odd works, brief and crude, the unlikely progenitors of so numer- 
ous a race of medieval literary descendants. Although Dictys is a moralist 
and a patriot (he is bitterly scornful of the Trojan barbarians), both writ- 
ers are of interest to us primarily because of their apparent factuality. 
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R.M. Frazer notes that “they use none of the divine machinery of epic 
poetry, and they tend to describe supernatural occurrences in rational- 
istic terms.” Both banish the gods from the fighting and instead provide 
character portraits, precise battle accounts, and other ritualistic details 
that convinced the Middle Ages that each was indeed a true history.!® 


While Le Guin’s novel shares many characteristics with fantasy—of which 
she is a recognized master—it is perhaps in the tradition of Dares and Dictys 
that her work resonates most profoundly. The Olympic gods are missing from 
Lavinia’s account of the war in Latium as well. Hers is also a first-person 
retelling of the war from the partisan perspective of a minor figure in Virgil's 
Aeneid. Yet Le Guin’s approach differs too, and not only in its narrator being an 
eighteen year-old woman or in the inclusion of the poet Virgil as her mentor. 
Lavinia narrates the war in Latium from the distinctly personal perspective of 
someone who already knows how it ends but whose comprehension of things 
as they unfold is limited and obscure. She is, as she repeatedly insists in her best 
postmodern accent, “contingent” (4, 68). That personality should be revealed as 
a production of discourses, that we are born into and constructed by language, 
comes as no surprise to an intellectual culture steeped in Lacan and Foucault. 
Lavinia realizes that she exists in the form she takes because of Virgil. She lives 
on in the world created by Virgil’s lines but the kind of anger this provokes is 
light years from what one usually encounters in works from Ovid’s Heroides 
to Margaret Atwood's Penelope: “I am not the feminine voice you may have 
expected. Resentment is not what drives me to write my story. Anger, in part, 
perhaps. But not an easy anger. I long for justice, but I do not know what 
justice is" (68).7 In many ways, Lavinia is a female Aeneas, deeply committed to 
pietas, at the mercy of the fate established by Virgil's words, long-suffering, but 
resilient and pragmatic. And like Virgil's Aeneas, it is her moral development, 
her growth as an ethically self-aware human being that seems most to interest 
Le Guin.!8 

On the book jacket of the novel, Le Guin is celebrated for giving Virgil's 
silent heroine “a voice"—true enough, but there is an important source in 


16 Benson (1980) 4. 

17 For a comparison of these novels see, Miller (2010) and Brown (2012). 

18 See Lindow (2009) 221: “Le Guin examines the moral development of Lavinia, a king's 
daughter living in early Roman times, but rather than writing history or mythology, Le 
Guin is most interested in the development of self-awareness, imagination, voice, and 
values—what moral psychologists like Carol Gilligan and Mary Field Belenky see as the 
basis of moral development.” 
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literary history for ending an adaptation of the Aeneid with a fuller treatment 
of Lavinia, one that Le Guin almost certainly knew. She received her M.A. 
from Columbia University in 1952 with a degree in medieval French literature 
and so would have been familiar with one of the earliest courtly romances: 
Roman d'Eneas (c. 130-1140).!9 The end of this retelling of the Aeneid includes 
a long section (approx. 1600 lines) focusing on “Lavine” and the vicissitudinous 
emotions of love. The two texts share a number of suspicious similarities, 
though Le Guin has never to my knowledge mentioned the medieval work 
as a source. First of all, the ending of the Roman d’Eneas focuses exclusively 
on Lavine, her shifting emotions, her doubts, fears and misapprehensions. 
It ends with her marriage to Aeneas. Remember that Le Guin’s Virgil, who 
faintly remembers ushering Dante through the other world, had vacillated early 
on about concluding the epic with a “marriage” rather than a “murder” (59). 
Perhaps, Virgil has been reading the Roman d'Eneas. Undoubtedly Le Guin 
has. The focus on a young ingénue's dissonances in transferring her affections 
from one suitor to another play no part at all in the Aeneid, but this painful 
transformation is crucial to the Eneas, along with extensive internal dialogues 
during which the heroine interrogates and castigates her own feelings. Unlike 
Lavine, Lavinia doesn't fall in love at first sight; but fall in love she does, and 
like Lavine with a man she has only seen from afar. Le Guin also borrows 
from the Eneas the battle of wills between Lavine and Amata, a conflict about 
which the Aeneid is silent, but which plays a large role in the chanson de 
geste. 

Amata is perhaps the most arresting character in Lavinia's Iliad (pages 95- 
175). We see the burdens she places on her religiously pious daughter. Lavinia 
in her own way battles her mother within the walls just as resolutely as Aeneas 
contends against Turnus without. As in the Eneas, the Amata of Lavina nour- 
ishes no serpent in her bosom, nor is there any Allecto to place it there; however, 
even in the absence of divine perturbation, she is volatile, mercurial, and a 
physical danger to her daughter. She kidnaps Lavinia and steals away into the 
mountains on the pretext of celebrating her people's version of a Bacchanal, 
which she calls the “Goat Feast, the Fig Feast" (105). Again, the difference of 
the episode from its source in the Aeneid consists chiefly in its being told from 
Lavinia's perspective, as she slowly moves from fearing her mother to pitying 
and transcending her. Amata has sent a message to Turnus and plans a wedding 


19 Thanks to Tom Shippey (personal communication) for this element of Le Guin's biogra- 
phy. 
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in the mountains, which Lavinia terms “a mock wedding, a real rape” (109). This 
plays like the Aeneid with typologies, casting Lavinia as an unwilling Dido or 
Helen. 

Another major revision of the Aeneid—and one every bit as constitutive of 
Le Guin’s world—is the representation of women as playing a part in the war, 
not as a metaphor for the suspension of reason (like Amata) and not as gender- 
bending warriors (like Camilla), but as individuals who work and pray and 
suffer and survive behind the walls of Troy. Lavinia resists the Virgilian account 
in other ways as well. The Trojan ships constructed from the forest of the Magna 
Mater that Turnus sets alight in Book 9 are not transformed into sea nymphs; 
rather, the charred wreckage floats down the Tiber to Evander's kingdom, 
alarming Aeneas and hastening his return. The famous episode where Lavinia 
blushes while Amata professes her utter dependence on Turnus is closely 
repeated but with important differences that cancel an ambiguity in Virgil. 
In the original, it's far from clear why Lavinia blushes: at Turnus, who has 
determined to fight to the death for the right to marry her, or at Amata's frenzied 
appeal, or both. Whatever caused the blush, the result is the same: one look at 
Lavinia “drives Turnus wild" (trans. Mandelbaum 302). No such thing happens 
in the novel. Lavinia claims that she blushed in “shame” (159) at her mother's 
words and Turnus remains curiously unaffected by her craniofacial erythema. 
It's not difficult to understand why Lavinia should resist the implication that 
Turnus caused her blush or that it whipped him into a frenzy for the duel 
with Aeneas. It's also easy to see why she would dispute Virgil's claim that the 
Italians performed human sacrifice at the funeral of Pallas (144). Yet she quickly 
becomes entangled in her own logic: everything Virgil said is true—indeed, 
the world as she experiences it is a construction of his imagination—yet some 
of what he said is a barbarous fabrication. By foregrounding such conflicts of 
authority, Lavinia vitiates not only her own reliability but also Virgil's. She also 
makes a bid for a subjectivity that transcends Virgil's invention. 


After Virgil: “Go on, go" 


Uarium et mutabile semper femina 
Aen. 4. 569—570 
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With the death of Turnus on page 175, Virgil’s shade and his text cease to 
determine what ensues. What remain influential, however, are the seemingly 
hard-wired patterns of epic tradition: repetition, doubling, and vicious circu- 
larity. Amata is buried in the wedding gown she was weaving for Lavinia, and 
the Latins discover that every one of the suitors has perished in the final bat- 
tle. The Gates of War are closed. They remain shut for three years until they fall 
open of their own accord. But there is progress too. Now the wife of Dido's lover, 
Queen Lavinia revisits the question of gender stereotypes so famously vetted in 
Aeneid 4 in more constructive ways: 


Men call women faithless, changeable, and though they say it in jealousy 
of their own ever-threatened sexual honor, there is some truth in it. 
We can change our life, our being; no matter what our will is, we are 
changed. As the moon changes yet is one, so we are virgin, wife, mother, 
grandmother. For all their restlessness, men are who they are; once they 
put on the man's toga they will not change again; so they make a virtue of 
that rigidity and resist whatever might soften it and set them free. 
184 


Constructive, and no doubt congenial to some, but controversial nonetheless: 
Lavinia refuses to assume the attitudes one has come to expect of such heroines 
in historical fiction. 

Yet there is a kind of gender reversal in the relationship of Aeneas and 
Lavinia. Whereas Aeneas once took his sense of purpose from oracles, prophe- 
cies, and visions, now it is Lavinia who knows the future, knows in fact that 
Aeneas is fated to die after only three years. She struggles with foreknowledge, 
justas he did. Right on cue, worshippers at the altar of Janus watch as the Gates 
of War slide open. The image is densely packed, even self-consciously meta- 
fictional. Le Guin's continuation deliberately looks back and forward at once. A 
debate between young Ascanius and pater Aeneas about virtue and piety stirs 
echoes of Achilles and Priam in Book 24 of the Iliad. Rutulian and Etruscan 
boys, disaffected and rebellious, foment rebellion in the borderlands. Aeneas 
goes to put down the revolt, has a youth on the ground and at the tip of his 
sword. He is asked for mercy, and, no doubt seizing the chance to right an old 
wrong, grants it. As Aeneas walks away, the boy runs him through with a spear 
from behind. Is this tragic history repeated as farce, or does it represent the 
novel's final commentary on the righteousness of justifiable force? In his con- 
versation earlier with Ascanius, Aeneas had failed to resolve the contradictions 
inherent in the demands of virtus and pietas. His death while replaying the last 
scene in the Aeneid speaks volumes—the two are irreconcilable. 
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When Ascanius assumes the throne, he too is swept up into uncanny pat- 
terns of repetition. Doubling Achilles, he plays out a rather tawdry scene of 
inconsolable grief at the death of his companion and lover Atys. His sibling 
rivalry with his half brother Silvius and the fractious question about who 
should rule puts the younger boy in jeopardy. Lavinia finds herself playing the 
role of her mother Amata, who had tried desperately to keep her child from 
Aeneas. She steals away into the forest with the boy and desperately works to 
keep him out of the hands of his brother. Mother and son make their way back 
to where the novel began in the sacred woods of Albunea: 


I saw Aeneas’ shield very clearly for an instant, the turn of the she-wolf’s 
head to her bright flank. I felt myself lying on a vault like a turtle’s shell of 
earth and stone that arched over a great dark hollow. Below me lay a vast 
landscape of shadows, forests of shadowy trees. Out beyond those trees I 
saw my son standing in dim sunlight on the bank of a river, a river wider 
than Tiber, so broad and misty I could not clearly see the other shore. 
Silvius was a man of nineteen or twenty. He was leaning on Aeneas’ great 
spear and he looked as Aeneas must have looked when he was young. 
There were multitudes of people all up and down the endless grassy bank. 
The grass was shadowy grey, not green. A voice near me, by my ear, an 
old man’s voice, was speaking softly: “... your last child, whom your wife 
Lavinia will bring up in the woods, a king, a father of kings.’ Then I had 
so strong a sense of my husband's presence, his physical body and being, 
with me, in me, as if I were he, that I woke and found myself sitting up, 
bewildered, in the dark, bereft. 
253 


The anamorphic shield is at work again. In a sublime transformation the micro- 
cosm becomes macrocosm, as Lavinia feels herself resting upon the shield and 
viewing the world from within it. Of course she is seeing her son as he will bein 
a vision of her husband as he was when he stood upon the shores of the river 
Styx. She overhears not her husband's voice but Virgil's pointing out the soul of 
Silvius preparing to waken into the world. The voice speaks in and outside of 
time to the living and the dead. To Aeneas, certainly, but to that Aeneas who 
lives on within Lavinia, who is herself a creation of that voice. 
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